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ABSTRACT 


Voice-training for actors, as opposed to Speech- 
training, has begun to emerge as a separate subject in North 
American Colleges with acting programs. 

Until about 20 years ago, most teachers in this fiel¢ 
were either speech teachers or singing teachers. 

Voice-training is concerned with the production and 
amplification of sound in the speaking voice, whereas Speech- 
training is concerned with the articulation and effective 
use of words. 

An increasing number of schools in North America are 
now teaching Voice as a separate subject and three different 
types of emphasis havé developed in Voice-training methods. 
These emphases are referred to as "listening", "kinesthetic 
or muscle sense" and “emotion or feeling". 

"Listening" means that the predominant emphasis is 
Onecal training yelo cOrrectrand improve: vocal. sound. 

"Kinesthetic or muscle sense" is used by some teachers 
who rely more on muscular sensations during the act of speech, 
rather than ear-training, to guide the student. 

"Emotion or feeling" is emphasized in some teaching 
approaches to give emotional meaning and motivation to Voice 
exercises, so that Voice-training can be linked more ciosely 
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This study examines the theory and practice of four 
established Voice teachers ronees how these different 
emphases affect their teaching methods. 

The four teachers are: Evangeline Machlin (Boston 
. University), Robert Parks (Carnegie-Mellon University), 
Kristin Linklater (New York University), and Kathleen 
Stafford (Bristol Old Vic School, England, Carnegie-Mellon 
University, and Banff Centre School of Fine Arts, Alberta, 
Canada.) 

The Voice areas examined are: relaxation and body 
alignment; breath control; phonation and resonance; pitch 
range and projection. The study compares and assesses the 
theoretical approach and the practical exercises used by 
the four teachers in all these areas of Voice-training. 

The Speech-training areas of articulation, pronun- 
ciation, phonetics, rate, stress, phrasing and oral interpre- 
tation are excluded from the study. 

The conclusion of the study compares the merits and 
adaptability of each teaching approach, for possible use by 


other teachers. 
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CHAPTER TL 
INTRODUCTION 


The emergence of Voice-training, as an area distinct 
from Speech-training, is a comparatively recent development 
in North American colleges with acting programs. Until 
about 20 years ago, most teachers in this field were either 
speech teachers or singing teachers. 

Voice-training, meaning the production and amplifi- 
cation of sound in the speaking voice, is tending now to 
become an area on its own and an increasing number of schools 
are teaching Voice and Speech as separate subjects. 

No analysis or comparison of the methods of Voice- 
teachers appears to have been done before. A few investiga- 
tions into the Speech-training programs at individual schools 
in the United States have been made, but these are not 
concerned with actor-training. 

A dissertation on "Conceptual Trends in Voice and 
Diction Training in American Colleges and Universities" by 
Ward Thorval Rasmus (Stanford University, 1955) is a broad 
survey of rhetoric and Speech-training from 1636 to 1955. 

It is not concerned with Voice-production for actors. 

Although methods of Voice-production for actors are 
fundamentally similar, they vary in approach according to 


the predominance of three different types of emphasis in 
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the» training: Yvistening wre" kinesthetictor muscle sense%eand 
"emotion or feeling". 

"Listening" means that the predominant emphasis is 
on ear-training, to correct and improve sound production: 

"Kinesthetic or muscle sense" is favoured by some 
teachers who rely more on the sensation of muscular tensions 
during the act of speech, rather than on hearing, to guide 
the student. 

"Emotion and feeling" is stressed in some teaching 
methods to give emotional colouring and motivation to Voice 
exercises so that Voice-training can be linked more closely 
wLtly acting® 

The degree to which any one of these emphases 
predominates varies from one teaching method to another. 

My aim in this study is to examine and compare the 
theory and practice of four established Voice-teachers, all 
of whom have taught a considerable body of students, to see 
how these different emphases affect their teaching methods. 

The teachers who are the object of this study are: 
Evangeline Machlin (Boston University). Robert Parks 
(Carnegie-Mellon University), Kristin Linklater? (New York 
University), and Kathleen Stafford (Bristol Old Vic School, 


England, and Carnegie-Mellon University). 


Iiiss Linklater's method was shown to me, at her 
request, by Miss Rowena Balos, who was trained by her and who 
works with her at New York University. 
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These teachers have been selected to give a reason- 
ably representative cross-section of the various types of 
emphasis in teaching methods. All four teachers are gener- 
ally recognized as leading teachers in their field and many 
other Voice and Speech teachers in North America have either 
been their students or followed their methods. 

Of the four teachers, Evangeline Machlin lays the 
most stress on “listening”. 

Roberts Parks uses a limitedsamount of) “Listening” in 
his teaching and works a great deal through "muscle sense". 

Kristin Linklater avoids "listening" and emphasizes 
both "muscle sense" and "emotion". 

Kathleen Stafford focusses nose strongly on "emotion". 

To examine how these emphases affect their teaching 
methods, I have interviewed and observed all the teachers 
named above for this study. In examining Dr. Machlin's 
method, I have also drawn material from her written text on 
Voice-production.* 

I have also included references to the work of the 
following teachers: Arthur Lessac (Voice and Speech teacher 
at the State University of New York, Binghampton), F. 
Matthias Alexander (formulator of the "Alexander Technique"), 


Margaret McLean (author of "Good American Speech"), and 


-nvangeline Machlin, Speech for the Stage (New York: 
Theatre Arts Books, 1966). 
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Iris Warren (formerly Voice-teacher with the Royal Shakespeare 
Company, England). | 

Their work is referred to for one of the following 
reasons: 

(a) Because some aspect of their work is relevant to the 
study. 

(b) Because they have trained one of the teachers who is 
being examined. 

(c) Because some part of their method is used by the 
teacher who is being studied. 

(d) Because they employ some method in a particular area 
which is radically different from those already 
considered. 

The main emphasis of the study is on North American 
techniques, so that it will have greater relevance to 
teachers in this country. I hope it will provide some useful 
information, particularly for teachers, about what methods 
are currently in use, how much they have in common and what 


trends seem to be emerging. 


The Distinction Between Voice and Speech 

Voice-teachers vary slightly in the size of areas 
which they include under the heading of Voice-production. 
Some teachers make a theoretical distinction between the two 
areas) Of Voice and Speech, but) in practice they teach itfes 


a single course. Other teachers make both a theoretical and 
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practical division between the areas and have both separate 
courses and different teachers for Voice and Speech. 

Fundamentally, Voice-training is concerned with the 
creation of vocal sounds and sound variations, while Speech 
is concerned with the formation and use of words. Inevitably, 
there are points at which these two areas overlap. 

AlWethe teachers™in this ¥study include ther following 
areas in Voice-training: body alignment, relaxation, breath 
control, phonation and resonance, pitch range and volume and 
projection. 

These areas show a progression from the preparation 
of the body to produce sound through to the initiation, 
enlargement, variation and extension of sound. 

Body alignment and relaxation precede other areas of 
Voice-training to ensure that the creation of sound is not 
impeded from the start by poor posture or tension in the 
body. 

Poor posture can reduce the air capacity of the 
lungs. As a plentiful supply of breath is needed for good 
sound production, the proper alignment of the body is a 
necessary first step in Voice-training. 

Bodily tension, particularly in the Jaw, neck or 
shoulders, can hamper the production of sound by causing 
constriction of*the organs of “speech. Relaxation. is used to 
counteract these tensions. 


Breath provides the motor force which vibrates the 


cords to initiate sound. This initial Vibration of 
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the vocal cords is known as phonation. In order to provide 
clear phonation and in order to be able to Support and extend 
tone once it has been initiated, the actor has to be able to 
control both the inhalation and exhalation of his breath. 

The sound created by the vibration of the vocal cords 
asethensenlarged@and vamp lif ied “in the*cavities! of *the®throat, 
mouth and nose. This re-sounding of the initial tone is 
called resonance. 

Variations of the sound, in higher or lower pitches, 
are achieved through adjustments in both the tension of the 
vocal cords and the shaping of the organs of speech. 

The control of all the areas of breath control, 
phonation, resonance and pitch range, to achieve the maximum 
carrying power of vocal sound, is called projection. 

The areas described above are ail concerned with the 
production of sound. In addition to these areas, some 
teachers include stress, phrasing and interpretation as a 
partvof Voice=production:. 

Stress means the use of emphasis on words or 
syllables in speech in order to clarify meaning. 

Phrasing refers to the grouping of words in meaning- 
ful units of speech. 

Interpretation is concerned with the transformation 
of written material into effective speech. 

Training in these three areas relies solely on the 


use of words and these areas cannot, at any stage in 


) ae 


_ > & 
- a ; 
- = : 


7 


“abivons 6: eitae et. baat ee ire aie 


. _ 5 & r) ¢ 
| We! samt 6 hlie eld aie ma of ase §- 49 sat bye 
: a4 etde wi of BAe REO" | ma 


~ftjeeed 014 3p ani: fein Sig's mae ana ‘i 


4 5S> tsa af 18. nero eicie 1rHs sila bebe Ae ae .: 


1 4 saad @ Pa 


* = a 
ni. Pees i 2m” Se et catia se seni wate see 
Oy @ageut- G4 : ; 
‘ = 4 bs - snéusan ht 

. aide : ay ats Se, eqpieeeeey 94 

oe @ pa z Th. | ae > id © ) oe ee 4 7 a ow ; 
4 © ; 
| 20 dandii:-ecshancarges aoe bev area! 


igbbie Gn orc pan, a2 3 be de ity tere Gees i 


#4 7 an he iG rs 1s a es =F ne 


Se @ihe >/ tne 69 .2¢95%63 Fit) Ai oO Uagete i a 


Loe th Mates, Lame esti aa 7 


a a 
ig ADO Ti , PR woes gatead- (ets cee Speer NP | ee 
: i % 
oe goat Sa -mo lei. bbe at: crore tga Getsege 
5 ap GObehsvtnetia! Lat Pal week  »tzesie aimioss ¢% 


: : _act>.o~rupsebialt Xo > 
= (A Siew ha Geevarmy >: caus woman 
sQupess yiivalo 53 inghnny oh doen te | 
“grace rt siaiw ic uniques sis $7 wien pena 5 
4 : . , awe : sila 


un : 7 = 7 4 
¢ +. ‘ — * 
oe e - 


an | 


mad 


Voice-training, be taught in terms of pure vocal sound. 
These areas therefore belong properly under Speech-training 
and they are taught as such by most teachers. 

As this study is concerned with Voice-training, I do 
not propose to examine methods of Speech-training, which 
would include the areas of articulation, pronunciation, 
phonetics, xrate, stress, phrasing and oral interpretation. 

I will also exclude the specialized areas of dialects 
and accents which form a part of Speech-training or acting 
courses. 

Before examining the methods used by different 
Voice-teachers, it should be noted that the overali organi- 
zation of the teaching method is affected by the emphasis of 
a particular teacher. 

Those who favor "listening" are more analytical. in 
their approach. These teachers tend to keep the different 
areas of Voice separated in the early part of the training 
because students are encouraged to use ear-training at each 
stage in Voice development, so that they can analyse and 
correct faults systematically. 

Teachers who emphasize either "muscle sense" or 
"emotion" prefer a more integrated approach and allow some 
areas in the training to overlap and merge to a greater 
degree. These teachers view the voice as a totality of 
sound, body and emotion and they feel that excessive analysis 
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and to produce@alvoicerthateis#imitativesand antificial 
rather than their own. | 

Without exception, all the teachers in this: study 
begin with body alignment and relaxation to prepare the body 
to produce sound, and then proceed to breath control to 
provide the motor force to support sound. 

Once vocai sound has been initiated, those who 
favour "listening" teach the areas of resonance, pitch and 
projection in successive order, while the teachers who 
emphasize "muscle sense" and "emotion" allow these areas to 
merge simultaneously and do not teach them in any strict 


pias. © 


thes lreiningseamphases or Individual #leachers 

Of the four teachers in this study, Evangeline 
Machlin* lays the most stress on aeigeanyr This emphasis 
is evident at every point of her teaching. All areas of 
Voice-production are prefaced by periods of listening either 


to recorded or live voices to identify specific qualities. 


3Por a comparative breakdown of the organization of 
the four teaching methods, see Table 1 at the end of the 
Thesis 7ep se ly. 


for. Machlin was in her final year of teaching as 
Associate Professor in the Theatre Arts Division of Boston 
University when I saw her for this study. Before teaching at 
Boston University she was Director of Speech Studies for 17 
years at the Neighborhood Playhouse School of the Theatre in 
New York and was for seven years Lecturer in Speech at 
Columbia University. Her book, “Speech for the Stage” is 
used as a text by a number of drama schools in North America. 
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Dr. Machlin's reasons for employing "listening" are 
twofold. She believes, ne that®if ia studentristable to 
identify both good and poor qualities in other voices, he 
will be guided effictively when he tries to encourage, or 
eliminate, these qualities in his own voice. After identi- 
fying these qualities, the student also listens to his own 
recorded=voi1ce! to, compare his volce quality withvothers. 

Secondly, she believes that it is essential for an 
actor to develop atiral discrimination in order that he can 
use his ear as a "feed-back monitor" for his own voice when 
he no longer has a teacher to guide him. 

The advantage of listening Tene WayerLSme tie tric 
provides definite objectives for the student while he is 
training and he is able to compare his voice at various 
stages of development to see whether he is achieving the 
vocal qualities he is seeking. 

The dangers inherent in "listening" are that the 
student may either become acutely self-conscious and 
discouraged by hearing his faults, or, conversely, that he 
may become uncritical of his voice by listening to himself 
in a self-indulgent fashion. 

Dr. Machlin is aware of these dangers and attempts 
to counteract them by insisting that students listen to 
their recorded voices for very limited periods in which 
they concentrate on a specific voice quality, such as pitch 
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Provided the student is able to listen to his voice 
in an objective way, this method is useful for correcting 


faults and learning aural discrimination. 


Robert Parks> uses Wlistening. Letnersiless thaneDr- 
Machlin but he does not eliminate it entirely from his 
teaching method. He maintains that listening for qualities 
in other voices) can be helpfull, but he thinks it is Jess 
useful for students to listen to their own voices because 
"hearing can be deceptive and we lie to ourselves and deny 
what we hear". 

By this he means that we are so accustomed to the 
vocal sounds which we make habitually that it is difficult to 
recognize them as being "faulty". There is some se teey in 
this) statement,| but it 1s difficult to see how a student can 
be helped to correct a vocal fault unless he has successfully 
identified the fault to begin with. This is precisely what 


Dr. Machlin means by developing aural discrimination. 


Professor Parks does, in fact, make tape recordings 
of students’ voices at the beginning and end of the first 
VedraOtetbaining, LOG comparison, o1 voice quality; but 


students do not listen to recordings at any other time. 


>Robert Parks is an Associate Professor at Carnegie— 
Mellon University, where Voice and Speech are taught as 
separate subjects. Professor Parks teaches Voice and Mrs. 
Edith Skinner teaches Speech. Professor Parks was trained 
by Mrs. Skinner at Carnegie-Mellon University and he worked 
as a professional actor for some years before becoming a 
teacher. 
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brotessonsranrkseadmitsethat thisnis due mostilyetomlacksof 
time and facilities rather than any reluctance on his part 
towlet thejstudentsithear theirevyoicess. There isnascontra- 
diction, then, between Professor Parks' theoretical approach 
towards "listening" and his use of tape recordings, however 
dimited thistuse of "listeningtemay be. 

While Professor Parks lays less stress on "listening" 
than Dr. Machlin, he makes far more use of "muscle sense" 
and bodily sensation to free the voice. He concentrates on 
this approach because he believes that most voice problems 
are due to some form of bodily tension or improper placement 
of the organs of speech. 

As he expresses it, his primary aim is "to show 
students, what not--to do; rather than what to do; which 
suggests some magic formula". The student, he says, should 
be shown constantly where he is using unnecessary tension 
until he gradually becomes aware through "muscle sense" of 
the most relaxed and economical way to produce sounds. 

In practice, Professor Parks does this through a 
considerable amount of physical contact with his students, 
including massage and manipulation, to give the student 
specific indications of the correct way to use his body to 
produce tgdcdascund ss wThis fistmostecvidentekin thesancatot 
relaxation and body alignment. While dealing with other 
voice areas, he will frequently move the student's neck, jaw 


and head with his hands to show where tensions are present 
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and he uses manual pressure on the ribs and diaphragm to 
help breath control. , 

This emphasis on physical contact and manipulation 
is largely derived from the methods of the Alexander 
Technique, which Professor Parks has studied and which he 
Uses iIngmodifiedsftorm in many areas of his teaching. 
Basically, the Technique is concerned with qood body align- 
ment, particularly in the neck and head, and the reduction 
of all muscular tensions to those required specifically to 
fulfill any given task.° 

Concentration on "muscle sense" implies a great deal 
of individual attention to students, which is both a strength 
and weakness of this approach. The use of "muscle sense" is 
advantageous because the student is given specific physical 
indications by the teacher which enable him to localize and 
concentrate on his particular areas of tension. The teacher 
is also able to check more accurately whether the student is 
following his instructions. 

As many voice faults are due to bodily tension and 
incorrect placement of the speech organs, there is a definite 
value in working through physical sensation both to release 
tension and to achieve better placement. This approach is 
more valuable, however, if the teacher makes a connection 


between the release of tension and the consequent improvement 


Sror a more detailed description of the Alexander 
Technique, see Appendix A. p. 119. 
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in sound, which would require "listening" as well. 

Although, as I have indicated, Professor Parks does 
use some "listening", it is very limited compared with the 
amount used by Dr. Machlin and it is not connected consis- 
tently with the use of "muscle sense" to show students how 
they are progressing. 

Professor Parks' particularly strong emphasis on 
"Muscle sense" has some disadvantages. The individual 
physical manipulation of students is a time-consuming 
procedure which can only be handled satisfactorily in a 
CUCOLa lm SsiCudation. 

The amount of time that can be alloted for tutorials 
Pea raLlqer ac tings program as ett sta 1 limited and in general 
class work Professor Parks is only able to use physical 
instruction with single students selectively, if at all. 

Although Professor Parks would like to work more 
Gikiwedimctutonials, the: Limitation of times spent on indivi— 
duals has a positive aspect too. There is a possibility that 
a great deal of manual guidance and manipulation will make 
the student too dependent on the severe rather than 
developing the student's own awareness of his faults. The 
limited time which Professor Parks is able to devote to each 


student makes this reliance on the teacher less likely. 
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Like Professor Parks, Miss Rowena Balos’ emphasizes 


amusclemsenseusand —bodily sensation in her teaching method, 
Dbuteshe doesenetausesphysicalecontactaonimanipulaticnmto 
help the student. 

HeReueasonsefor concentratingsones musclessense”’ fane 
very similar to those of Professor Parks, although she uses 
the term "removing obstacles" to expiain her approach. 

She says that in order to allow the body to produce 
sound in a direct and economical way, "obstacles" have to be 
” removed, such as tension in the body, poor placement of the 
tongue and jaw or inelasticity of the ribs, which impede the 
free production of sound. 

Miss Balos believes that the easiest way to identify 
these problems is through bodily sensation, but she prefers 
the student to become aware of the use of "muscle sense" 


through excersise and practice, rather than receiving direct 


"Miss Balos exemplifies the teaching approach of Miss 
Kristin Linklater. Miss Balos and Miss Linklater both teach 
Voice at New York University. Speech is taught separately 
by Miss Nora Dunfee. Miss Linklater was a student at the 
London Academy of Dramatic Art in England before coming to 
the United States. She worked as Voice-teacher at the 
brncolneCentresingNewOYork andethesTyronesGuthniesCéntre in 
Minneapolis before joining the faculty at New York University, 
whenessheshas itaughtevoice §fonisix years. Miss Balos studied 
atthe» Boston University School of Fine Arts for Cwo years 
and was a special one-year student at the London Academy of 
Music and Dramatic Art. She studied privately with Kristin 
Linklater and was on of twelve teachers trained by Miss 
Linklater under a special Rockefeller grant. She has also 
taught at the Theatre of Living Arts, Philadelphia, the 
Manitoba Theatre Centre and the Shakespeare Festival at 
Stratrord naon bane. 
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physical indications from the teacher through the use of the 
Alexander Technique. 

She avoids manipulation and physical contact with 
the student because she believes the student will develop 
self-dependence more effectively if he is able to make these 
physical discoveries for himself, with verbal instruction 
from the teacher. 

Although the student relies less on the teacher 
through this method, the training is slower because more 
time has to be allowed for the student to make these physical 
"discoveries" on his own. The teacher also has no reliable 
means Of checking the student's progress except through 
visual means, which is inadequate. 

Unlike either Dr. Machlin or Professor Parks, Miss 
Balos does not use "listening" at all in her training method. 

Miss Balos is opposed to "listening" on the grounds 
that the student will become self-conscious if he hears his 
vocal defects on tape recordings and this will hamper his 
PLOGELeSS ual Seis certaindy a possibilitysbut. aseDr. 
Machlin points out this danger depends largely on how much 
the student listens to his voice. and whether he is doing it 
with a specific objective in mind. 

Miss Balos also argues that “actors do not hear 
themselves on the stage and there is no point in working on 
Voice in terms of listening to yourself". 


This assertion cannot be taken literally, as it is 
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16 
obvious that an actor does hear his voice whenever he is 
Speaking, even if he is not listening to it consciously. 

Miss Balos' concern here is that the actor aia "over-listen" 
to his voice in a self-indulgent way and that his voice will 
sound artificial and self-conscious as a result. 

Her concern is quite valid as an affected voice 
gGualitvyelrssclearly undesirable for an actor. For this) reason, 
DreeMachlin, ron instance, restricts listening” tosanalytical: 
work in the form of a learning excercise and discourages 
actors from "listening to themselves" when they are acting. 

The important consideration is the amount of 
~lastening swhich, is, inciudedsin.the training. @Miss.Baloss 
total rejection of "listening" denies the student a helpful 
guideline in Voice-training and is unrealistic inasmuch as 
the student inevitably hears his own voice while he is doing 
vocal exercises. 

Although Miss Balos emphasizes "muscle sense" and 
bodily sensation in her teaching method, she also stresses 
"emotlOnemdndeethoughter, @buteto avilesser degree. seThemuse or 
pemoOtaoOnawis importante ain oudastrasning for actors because 
it links the use of vocal sound with the emotions and thoughts 
WhichealneactOnmisstrying to reproduce on the stage: 

Mass Balos Wses "emotion" primarily tin™thesareator 
Ditchemminsteadror referring toe highvorvlowsenotes inethe 
voice, Miss Balos asks the student to equate these different 


voice levels with emotions such as anger, contempt, joy or 
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laziness. 

This approach has the advantage of showing the 
student how vocal range can be varied to convey different 
emotional or mental states, rather than matching the voice 
to musical pitches, and the student is able to make a 
clearer connection between Voice exercises and their 
practical application in the acting wrocess. 

The use of "emotion" also tends to make vocal 
exercises less mechanical and rigid by enabling the actor to 
vary his response to an exercise according to the personal 
emotional colouring which he chooses to give to it. 

The difficulty involved in using "emotion" is the 
likelihood that strong emotions such as anger, horror or fear 
will invite an uncontrolled and even harmful use of the 
voice. Instead of exploring a variety of pitch levels, for 
instance, the student may be tempted into uncontrolled 
screaming and shouting which would exploit only the extremi- 
ties of pitch but would not enable him to achieve controlled 
flexibility through a learned technique. 

Because of this aspect, the most useful application 
of "emotion" is for more advanced students, who have already 


achieved a high level of vocal control through more 
mechanical exercises. 

Miss Balos does not use "emotion" in exercises for 
beginning students until they have achieved relaxed tone 
production through the use of "muscle sense". 


In addition to her use of "muscle sense" and 
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"emotion" in the different areas of Voice-production, Miss 
Balos employs a unifying concept in her work which she calls 
producing “the ivoice: trom ithe: centre. 

The term "centre" is commonly used by movement 
Ceachers #tommeansthercentne of gravity, or balance, sin the 
body. 

Miss Balos uses the term in both a literal sense, 
meaning the midriff or centre of the body, and a metaphorical 
sense, meaning a mental focal point or "centre" of "breath, 
feeling and energy".° 

In spite of the vagueness of the latter description, 
the concept of "working from the centre" does have a purely 
Dracticalwapplicatvion«. einjorder sto avers constriction of the 
throat and tongue, which is a common occurrence when a 
student attempts to "project" his voice or use unaccustomed 
pitch levels, he is instructed to focus his attention on his 
"centre" which, physically, is the area of the diaphragm and 
the source of breath support for his voice. 

By doing this, the student is encouraged to use 
Se -ramoLeathesuppont to seprodauce sound while allowing the 


throat and speech organs to remain relaxed, rather than 


Sthe term "centre" was also used by the late Miss 
Iris Warren, who taught Miss Linklater at the London Academy 
of Music and Dramatic Art. I asked another student of Miss 
Warren, Mr. Brian Murray (now a Broadway actor) how Miss 
Warren had used this term. He said that Miss Warren had 
referred to the "centre of breath, feelings and spirit", 
which is a similar description to that given by Miss Balos. 
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eLOrGingepeheevoice. by constrictionsofathesthroatemuscles,. 

Tieis also possible that the use of a mental focus 
Om, “centre” sof -breath, feeling and energy provides the 
student with an impetus to fuse these elements simultaneously 
when he is speaking and results in a vigorous externalization 
of the voice which would be desirable for acting. 

This concept of the "centre" serves as a means of 
unifying the various areas of Voice-production and linking 
themiwithtacting abut eitehas: littley practical application 
to individual voice exercises. 

Although Miss Balos uses "emotion" effectively in 
the area of pitch range, there is little evidence of this 


emphasis in other areas of her teaching method. 


By comparison Miss Kathleen Stafford” uses "emotion' 


far more broadly in her teaching cemeae and there is some 
evidence of the use of "emotion" in all areas of Voice- 
production. 

Like Miss Balos, Miss Stafford does not favour 


"listening" in her approach, although she does occasionally 


oMiss Kathleen Stafford is a Voice and Speech 
teacher at the Bristol Old Vic School in England. She has 
also taught Voice at Carnegie-Mellon University, Pittsburgh, 
URCth aes joa Det iom cant PiContLe scheoleOmsriINecrALUS Aw Dencay, 
Canada. Her teaching approach is based largely on the work 
of the late Bertie Scott, with whom she studied and co- 
taught in England. Bertie Scott has described his teaching 
approach inents book, Theslitesoteacting (London: Kenwell 
Offset, Services} n.d.). 
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use; tape-recordings to help a student to isolate a "stubborn" 
voice detect yeeshersavotdstany=formeoftdirect “listening™ in 
her normal teaching process because "Students do not know 
what good or bad voice qualities they are listening for". 

It is very probable that a beginning student, particu- 
larly, will not be aware of the vocal qualities he is seeking, 
but, as Dr. Machlin's method implies, it is quite possible 
to make students aware of both desirable and undesirable 
vocal qualities by listening for these qualities in other 
voices. 

Provided the enadene is listening with specific 
directives from the teacher in mind, this is not an aimless 
procedure, as Miss Stafford's objection suggests, but an 
effective means of giving the student definite goals. 

The primary objective in Miss Stafford's approach is 
to link Voice-production with acting wherever possible by 
stressing the use of thought and emotion and using these 
elements to achieve strong projection. 

Her basic concept is contained in her instruction to 
students to “breathe their feelings". Miss Stafford explains 
this phrase by saying that every act of ‘speech is»initiated 
by a thought impulse or emotion which has to be supported or 
Ecadrmeredathcough tiby Gthesbredath. 

Since tall speech" is sinitiatedseby*anvintakeiof breath 
and sustained by the expulsion of breath and simultaneous 


activation of the vocal cords, this statement appears to be 
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self-evident. 

However, Miss Stafford links emotion with breath 
Support because the effort to sustain emotion through speech 
requires additional breath support, and this approach aims 
fundamentally at achieving good projection and carrying- 
power of the voice. 

TERIS SignificantsthatewMiss Stafford shmethodias 
applied in a two-year training period in which good projec- 
tion, as a final goal, has to be achieved more rapidly than 
it does in the longer four-year programs. 

In consequence, the entire process is more condensed 
and emotion is used to link Voice-production with acting as 
early as possible. 

Even in relaxation exercises, students are given 
suggestions of "intentions" which are similar to "objectives" 
in acting exercises. 

ineexercises ror breath control,;eMiss Stafford @lanks 
the process of inspiration and expiration with the creation 
and maintenance of moods such as "sadness", "command" or 
"anxiety". 

In the area of resonance, she uses emotions and 
mental attitudes in exercises which encourage the student to 
use extra vocal energy to bring the placement of sound 


: 
forward into the facial "mask"*? rather than allowing the 


10nhe "mask" is a term commonly used by Voice-teachers 
to describe the central part of the face, including the nose, 
LOS matic il. 
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Paps 
sound to resonate mainly in the throat, which results in 
muffled tone and poor ero ee tom 

Like Miss Balos, she relates pitch range to changes 
in mood rather than the musical scale, in order to make the 
actor awake Ofmthesusesof pitchivariety togreflectiditferent 
emotional states 

Since the interpretation of thoughts and emotions is 
a fundamental part of the actor's work, the use of "emotion" 
and "thought" by both Miss Balos and Miss Stafford is a 
useful and imaginative emphasis in Voice-production, 
particularly when it is incorporated to achieve both good 
projection of the voice as well as an awareness of the use 
of the voice to reflect feelings. 

However, because the use of strong emotions is likely 
to result in an /uncontrolled use of the voice, as I have 
previously mentioned, the number of "emotional" terms that 
can be applied effectively to Voice exercises is considerably 
reduced and the overall application of this approach is 
consequently limited in practice, as I shall demonstrate in 
the detailed discussion of the various Voice areas in the 
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CHARTERS IL 
RELAXATION AND BODY ALIGNMENT 


All four teachers in this study begin their training 
programs with relaxation and body alignment exercises to 
ensure that Voice-production is not impeded by bodily tension, 
bagtlicularlivetnechesvocalatract,. which scouldgpreventsthestree 
flow of vocal sound. 

If there is tension in any part of the voice mecha- 
nism-which would include the breathing muscles, the trachea, 
the larynx, the throat and the mouth-there may be a constric- 
tion of the passage of speech at the point where the tension 
occurs, which will-block the natural outflow of sound. Asa 
result, the voice will sound strained and the prolonged 
production of sound will tire the speaker. 

If,.on the other hand, the whole vocal tract is 
relaxed, the passageways will be fully open and the mechanisms 
of Voice-production will be able to function fully and 
efficiently. 

Although the main emphasis of relaxation is on the 
vocal tract, Voice-teachers try to relax the entire body 
because the student may have residual tensions of which he 
is almost unaware. 

If his body posture is poor, for instance, the 


incorrect positioning of the spine or head may cause tension 
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in’ hrseneck "or back muscles. Tensions in the neck, face and 
shoulders in particular affect the vocal tract adversely by 
constricting the throat, jaw and tongue muscles and narrowing 
the area in which sound is initiated and resonated. Even 
habitual frowning may cause latent tension in the forehead 
which, in turn, may spread to adjacent muscle groups. 

Poor spinal alignment, resulting in stooped or 
unnatural posture, also prevents the rib-cage from moving 
freely and reduces the amount of air which can be taken in 
and expelled to support the voice. 

The basic aim of relaxation and body alignment in 
training methods, therefore, is to prepare the body to 
produce sound with as little tension sng impediment as 
possible. 

TewisepaLneicu lar Lywdibriculte lors thes actor to ,achieve 
constant relaxation of the vocal tract while using his body 
and emotions vigorously on stage. A role may require him to 
use his voice while he is in cramped and uncomfortable bodily 
positions, but the resulting tension should be kept out of 
HiUsmvoce le cCrdctM fell StVolCcemlSetOmLUNCL LON =Saelstaclcont ly. 

Relaxation exercises are designed to help the actor 
to achieve this relaxed quality of the vocal tract no matter 
what physical or vocal demands are placed upon him. 

The term "relaxation" may easily be confused with a 
State Oofpmeres inertia, which is not the object of relaxation 


for Voice-production. The use of relaxation is to rid the 
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body of superfluous tensions only and to bring the body to a 
state of readiness to Ae a 

All four teachers agree on the reasons outlined above 
for using relaxation and body alignment and they are remark- 
Gol yeciMedre siti thelmmpractica approaches in this area: 
which differ more in degree than in kind, according to the 
emphasis of a particular teacher. 

The nature of relaxation and body alignment clearly 
implies "muscle sense" rather than "listening" or "emotion", 
although there is some evidence of the latter two emphases 
in this area. 

All four teachers rely heavily on the work of move- 
ment teachers to do much of the necessary work on body 
alignment and posture, although additional exercises to 
support the work done by the movement teachers is frequently 


included in Voice classes. 


Dr. Machlin prefaces this area by asking the student 
COmlLStCnetor alrlecolrading »Of actors: VO1ces  tOnCcOmpaLe Lie 
degree of relaxation achieved by the various actors in 
performance. She also asks students to listen to the voices 
of actors in live stage performances to identify relaxed 
vocal quality.? 


At this early stage in training, she does not ask 


1 cee Appendix B, "Listening to relaxed speech", 
BEXErCISGSmivanue@ws. Dp. Leo. 
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student smtog listen) to. recordings: of. theirs own voices sso: this 


ina tialsucesof milistening" iiss only included. to,help. students 
LOmbecogna ze,relaxed,Vvocals quali tivein Others. 

Even though the student applies "listening" within 
limitations, he experiences some awareness of the ultimate 
DUBDOSE Bote relaxation bye dol noesO,we Dra Machin is senor 
records-and tape, recordings, in, this, area is.consistent with 
her intention to provide aims and guidelines for the student 
at.each stage, of. the training. Of the four teachers, she is 
the only one who uses "listening" in this area. 

Dr. Machlin then proceeds with a series of total 
body relaxation exercises which she derived from techniques 
employed by a New York physician, Dr. Josephine Rathbone. 
Dr. Rathbone developed the series of exercises initially to 
treat engineers who were suffering from hypertension caused 
by working long shifts in war plants. 

The exercises are based on muscle contractions and 
releases. The contractions are made sharply and briefly and 
the releases are sustained for a longer period of about 30 
seconds. 

The series of exercises can be done in a lying, 
sitting or standing position and each group of exercises 
concludes with "energizing" exercises to prepare the body for 
action after relaxation. 


2 See Appendix B, "Body Relaxation Exercises", pp. 123- 
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These tension-and-release exercises are an effective 
and systematic means of localizing and relieving tensions 
throughout the body and the same exercises, or slight variants 
of them, are used as basic relaxation exercises by all the 
teachers in this study. 

Following the relaxation exercises, Dr. Machlin uses 
a number of “‘“transitional" exercises which she has developed 
to loosen up the body and energize it in preparation for 
speech. These include exercises in free movement, shaking 
and swinging parts of the body. and are more numerous and 
complex than exercises used for the same purpose by the other 
teachers. 

The exercises for both relaxation and subsequent 
energization of the body are thorough and efficient, as 
described to me by Dr. Machlin, but I found that she used 
them very briefly in actual class-work. 

Dr. Machlin told me that she uses progressively fewer 
relaxation exercises because students learn to achieve a 
state of relaxation more rapidly as they advance, until only 
those exercises connected directly with the relaxation of the 
vocal tract are necessary. 

Although students may require fewer exercises of this 
kind as they progress, the amount used by Dr. Machlin was, 
in my opinion, too wimited to be of “real value. 


3 See Appendix B, "Transition Exercises", p. 128. 
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Dr. Machlin does not include any exercises specif- 
ically for spinal and general body alignment in her Voice 
classes but she works in close co-operation with the move- 
méenteceachen; Mr. .JoevGiftftordsitotensure that work’in this 


areaSirse#included in’ movement’classes: 


By comparison, Professor Parks devotes far more time 
and attention to both relaxation and body alignment and his 
combination of exercises in general classes and manipulation 
- and massage in tutorial sessions was the most thorough work 
in this area by any of the four teachers. 

Professor Parks says that he lays particular stress 
on relaxation because of the increasing use of conflict and 
confrontation in improvisational acting classes, which causes 
pent-up energies in acting students. mhecetener ates cannot 
find their logical release in physical violence and result, 
instead, in increased physical tension which has to be 
counteracted by additional concentration on relaxation. 

This argument supplies a valid reason for a strong 
emphases on relaxation and makes a useful connection between 
the work done by students in acting classes and Voice classes. 

Professor Parks relies entirely on "muscle sense" in 
thussareayabutyunlike the ‘other teachers he reinforcesshis 
verbal instructions with manual guidance to check the stu- 
dent's progress and uses massage to eliminate stubborn 


tensions. 
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In general class-work, Professor Parks begins by 
using tension-and-release exercises which are almost iden- 
tical to those used by Dr. Machlin, * although they are not 
asmdetalledsaseDreasMachlinwseand dosnotsincludesversionssof 
thessame exercises in sitting and standing positions. 
However, these additional exercises are provided purely for 
convenience by Dr. Machlin for use in situations where it is 
not possible to do the exercises lying down. 

Professor Parks also includes the same exercises as 
Dr. Machlin for loosening the upper body and neck muscles 
after rising from relaxation on the floor.> The exercises 
which he uses for energization of the body are few in number 
compared with those of Dr. Machlin but are based on exactly 
the same principle of bouncing and swinging the body, with 
the addition of a more vigorous running exercise. ° 

In tutorial sessions, Professor Parks applies massage 
and manipulation to students individually. This is done with 
the student lying on a table, either on his back or stomach. 

Using methods of the Alexander Technique, Professor 
Parks loosens the student's arms, legs and neck by bending 


them gently and he massages the spine, shoulders and neck 


muscles. 


4 see AppendikeG,# Exerca sessed ,ex(ay) COm(h)5. Deg) 30: 


See AppendixeCy7G@Exercisesaseand 4y,uprel3l- 


®see Appendix C, Energization exercises, 1 to 3, p. 13l. 
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While the student is lying on his back, Professor 
Parks applies pressure to ChemSenenece head and tugs the 
head gently away from the body, supporting the head with his 
hands. This is done to elongate the spine and reduce neck 
tension. 

Professor Parks stresses that this type of manipula- 
tion should not be attempted without full training in the use 
of the Alexander Technique. 

When the student has relaxed on the table, Professor 
Parks swings him into a sitting position, supporting his 
shoulders and knees as he places him, and proceeds with 
vocalized exercises. 

Professor Parks uses support to bring the student 
into a sitting position so that the student can retain the 
full sense of muscle relaxation, which he has achieved lying 
down, when he begins other voice exercises. 

The amount of manipulation and massage which 
Professor Parks applies is varied according to needs of a 
particular student. 

It is unlikely that all students need this intensive 
help to achieve muscular relaxation, but for those with 
persistent tension problems this direct help through manip- 
ulation is certainly advantageous. The heavy time-demands 
of this approach, however, mean that each student can be 
given a maximum of one 20-minute session per week, which is 


hardly enough time in which to use this technique to full 
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effect. This is offset, though, by the considerable number 


of routine relaxation exersises which are included in general 
class-work. 

In general classes, Professor Parks also includes a 
number of exercises for body alignment, which are designed 
to stretch the spine and improve total bodily flexibility 
and deportment. / These exercises are also used by the move- 
ment teacher, Mr. Jewel Walker, and they comprise an effect- 
ive series of body-stretching exercises in prone, sitting, 


kneeling and standing positions. 


Like Professor Parks, Miss Rowena Balos works entire- 
ly through muscle sense in the area of relaxation and her 
basic exercises are identical to those used by Dr. Machlin 
and Professor Parks. She does not, however, go as far as 
Professor Parks in using manipulation or massage to deal with 
the elimination of tensions, as she prefers the students to 
develop an awareness of muscular relaxation on their own 
without depending on the teacher for direct physical guidance. 

Miss Balos begins the process of relaxation by telling 
the student to relax the entire body and to think of "clouds" 
or "velvet". Although these images suggest some use of 
"thought or emotion", Miss Balos' intention is to clear the 
mind of everything but restful and relaxing mental pictures, 


to aid the release of bodily tension. 


"See Appendix C, "Body Alignment Exercises" 1 to 12, 
ewes bos 
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the®negative sense’ of "thinking of nothing" and the intention 
is consequently the opposite of the positive use of "thought 
and emotion" which Miss Balos employs in the area of pitch 
controls 

Miss Balos proceeds with a series of tension and 
release exercises similar to those used by Dr. Machlin and 


8 


Professor Parks,~ which are performed lying down. Ina 


standing position, she performs exercises for loosening the 


10 The other 


upper part of the body? and the neck muscles. 
teachers also use both exercises. 

As I have indicated, Miss Balos does not apply any 
manipulation or massage herself, but she does include two 
exercises in which the student uses self-applied massage to 


ves 


the jaw and neck muscles to relieve tension and a third 


exercise in which a student rolls or manipulates the neck of 
a fellow student to relieve neck tension. 
All three exercises are an effective means of 
reducing muscular tension and the first two exercises have 
the added advantage of requiring no outside aid to perform 
8see Appendix D, Relaxation exercises 1 and 2 
(amt Oil ipa. Disgeeles 4:2 
2 See AppendixeD, pRelaxat1on Wexerncises 5 peta 5. 
10se6 Ropendix 0, Relaxation excrciseml 37. Da 35. 


Ilcgee Appendix D, Relaxation exercises 6 andell ap. akes. 


12566 Appendix D, Relaxation exercise: 3, D.als4e 
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them. These exercises illustrate Miss Balos' contention 
that the student should Aavetos self-reliance rather than 
depending on the teacher for direct aid. 

Her exercises for energizationt3 are brief but follow 
the same principle of free movement and shaking of the limbs 
which is used by the other teachers. 

In order to test the effect of relaxation on the 
voice, Miss Balos also instructs students to attempt to 
speak or count while performing strenuous exercises, or to 
recite a monologue while hanging down from the waist to feel 
the more relaxed voice quality when customary neck tension 
is releasea.14 | 

This supplies a useful link between silent relaxation 
exercises and the relaxed use of the voice, which is not 
emphasized as clearly by the other teachers. Miss Balos 
specifically refers to "feeling" the sense of muscular 
relaxation, which is consistent with her stress on the use of 
"muscle sense". Although is is certainly possible to "feel" 
the reduction of muscular tension, these vocal checks imply 
some degree of "listening" as well if the student is going 
to identify the difference in vocal quality satisfactorily. 

In general voice classes, Miss Balos includes a 


number of body alignment exercises, which are used extensively 


l3see Appendix D, Energization»exercise 17) p.9135. 


14see Appendix D, Relaxation exercises 12 and 14, p. 135. 
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34 
by the movement teacher, Mr. Kelley Holt, in his movement 


classes. 

These are spine-stretching and deportment exercises 
which are done in lying, sitting, kneeling and standing 
positions. 15 
Although they are not identical with those used by 


Robert Parks, they are very similar and serve the same 


purpose. 


Miss Kathleen Stafford, follows a pattern similar to 
the other teachers in the area of relaxation insofar as she 


16 ana head-rolling 


uses baSic tension-and-release exercises 
and shoulder-rolling exercises.1/ 

She differs from the other teachers in her use of 
"thought" and "intentions" in some of her exercises for both 
relaxation and energization. These exercises contain 
suggestions for mental attitudes, or imaginary situations 
and roles rather than demanding specific emotional reactions, 
but since they serve the same purpose of connecting Voice 
exercises with acting, they form a part of the "emotional" 
emphasis used by Miss Stafford. 


In one relaxation exercise, for instance, Miss 


Stafford gives the students suggestions of animal roles, 


l5see Appendix D, Body Alignment exercises 1 to 6, 
Piegeel O— Worirs : 


1 Ocee Appendix E, Relaxation exercises 1 and 2, p. 139. 


l7see Appendix E, Rising from Relaxation exercises 
1 to 3, p- 139. 
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which they are asked to assume. She tells the students to 


lie in relaxed postures, either on the back, stomach or side, 
"like a cat" or "like a dog". While the students are in 
these comfortable and relaxed positions, Miss Stafford will 
suggest that they imagine they are watching some form of 
prey, like a mouse or a bird, and to keep their concentration 
and mental iocus on this imaginary object. 

Students are then divided into "cats" and "mice" and 
lie opposite each other holding concentration with mutual 
eye-contact and preparing for an eventual "spring" by the 
person assuming the "cat" role and an evasion by the student 
playing the "mouse". 

The objective of this type of exercise is to achieve 
a simultaneous state of relaxation and readiness for action 
as well as involving the student's imagination in a simple 
formeofeacting and improvisation: 

Miss Stafford's exercises to energize the body after 
relaxation also differ from the bouncing, swinging and 
shaking of the body used by the other teachers./® Miss 
Stafford instructs students, instead, to begin by walking 
forwards, sideways and backwards on tip-toe. The pace is 
increased to a faster walk and then an easy run. The running 


and walking is done in two ways: the walk or run may be 


"aimless" or it may be done "with a purpose". 


18s¢e Appendix Bb, Energizationvexercises®!l Tova, sp. 
140. 
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36 
Miss Stafford sometimes suggests a definite purpose 


and locale. The student may be told to imagine, for instance, 
that he as@insanrairportsand™trying!(to find outethe! time of 
his flight, or that he has heard a stone crash through the 
window of his home and is hurrying to find out the cause. 

These simple suggestions have the effect of making 
the exercises far less mechanical than routine drills for 
relaxation and energization and are particularly helpful for 
actors because they connect the Voice exercises more clearly 
witheacting®. 

Like Dr. Machlin, Miss Stafford relies almost 
entirely on work done in movement classes forithe -conrectivon 
of body alignment. 

She does, however, include three exercises for 
stretching the spine and general deportment in her Voice 
classes.1? 

These exercises are all done in a standing position 


and are not as detailed or comprehensive as the exercises 


done by Professor Parks and Miss Balos. 


Summary 

All four teachers focus chiefly on "muscle sense" 
in the area of relaxation and body alignment. Many of their 
basic exercises are very similar, if not identical. 

All four teachers use some form of tension-and- 


13 See Appendix E, Body alignment exercises 1 to 3, 
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37 
release exercises, head-rolling exercises and energization 


exercises. 

Professor Parks and Miss Balos both concentrate 
exclusively on "muscle sense" with the exception of Miss 
Balos' vocal checks for relaxation, which also imply some 
degree of “listening”. 

Of the two teachers, Professor Parks goes further 
than Miss Balos in his use of manipulation and massage and 
his method is particularly impressive as a means of 
eliminating stubborn tensions. 

Both Professor Parks and Miss Balos concentrate on 
body alignment and spinal exercises more directly than the 
othermttwoateachers.@ Thi'si, stoo; reflects their concern with 
"muscle sense" throughout the entire body. 

Consistent with their teaching emphases, Dr. Machlin 
and Miss Stafford use some degree of "listening" and 
"emotion" respectively, but these emphases complement, 
rather than replace, the use of "muscle sense" in this area. 

DigeMachiin's use of “listening” 1s °limited ianethis 
area, bDubert *providesra suseful Sinitral "guideline forethe 
student. 

MilesesS tat fordiistuse fof *temotion" Sin’ the ormro£ 
"intentions" and role-playing is more far-reaching and 


provides an imaginative bridge with acting. 
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CHAPTER III 
BREATH CONTROL 


When students have learned to eliminate unnecessary 
tensions through relaxation exercises, Voice-teachers proceed 
to training in breath control, because breath supplies the 
motor force which initiates and sustains vocal sound. 

In normal breathing, without speech, inhalations and 
exhalations of breath last approximately the same length of 
time. 

Even in relaxed speech, however, this breathing 
pattern alters: the inhalations become more rapid and the 
exhalations are slower, so that vocal sound can be initiated 
and sustained as long as necessary. 

In ordinary speech, the speaker seldom needs a sus- 
tained breath supply because his voice does not have to carry 
for any distance and he is able to renew his breath supply 
whenever necessary. 

For stage use, actors require a more ample breath 
supply to produce clear and carrying tone and to speak long 
passages without pausing for breath, if the text requires)it. 

In their training methods for breath control, Voice- 
teachers concentrate mainly on rib expansion and the 
controlled use of the diaphragm. 


Voice-teachers encourage rib expansion to provide 
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39 
additional space in the chest cavity, enabling the Dungs*to 


inflate fully with air, which supports vocal sound. 

In order to maintain the maximum breath supply for 
stage speech, many teachers instruct students to keep their 
ribs expanded fully while they are speaking, only allowing 
their ribs to contract when they pause to renew their breath. 

This technique is called "rib reserve breathing," 
because the fuller expansion of the ribs and lungs permits a 
"reserve" of air in the lungs which may be needed for extended 
speech. 

Voice-teachers also emphasize the movement of the 
diaphragm because it can control the speed and pressure of 
air as it enters and leaves the lungs. 

The diaphragm forms a muscular partition between the 
chest and the abdominal cavities. It acts as an air pump by 
flattening down to deepen the space inside the chest as air 
is drawn in, and relaxing upwards as air is expelled. 

Normally, the movement of the diaphragm is involun- 
tary, but both the upward and downward movements of the 
diaphragm can be controlled consciously. 

Extended speech requires a vigorous downward thrust 
of the diaphragm, to draw in the maximum supply of air, and 
a slow upward movement of the diaphragm to expel the air in 
and even stream, which provides steady and powerful support 
for the voice. 


During exhalation, the upward movement of the 
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40 
diaphragm can also be aided by contracting the outer abdominal 


muscles. This muscular contraction causes pressure against 
the diaphragm and, in turn, the lungs, which are emptied 
more fully than usual. 

In addition to breathing exercises to provide the 
Maximum support for vocal sound, some teachers include 
exercises to develop techniques for laughing, weeping and 
screaming on the stage. 

Phesemvechniquesmrormea logicalmpart, Of tnatningein 
breath control because laughter and weeping can be simulated 
by vigorous movements of the diaphragm, accompanied by suit- 
able vocal sounds. Similarly, actors can develop a "stage" 
scream by using a strong upward thrust of the diaphragm while 
allowing the larynx and throat muscles to relax Guring the 
scream. If an actor tenses his throat muscles or larynx, he 
causes constriction in the area of the vocal cords which may 
lead to hoarseness and even loss of voice. 

All the four teachers in this study agree on the 
fundamental necessity of developing diaphragmatic support 
for the voice and encouraging mobility of the ribs to ensure 
a good breath supply for extended speech. 

Many of the basic exercises which they use are 
similar, but their individual teaching emphases are more 
apparent than they are in the area of relaxation and body 


alignment. 
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Dr. Machlin begins work in breath control by asking 
students to listen to recordings of accomplished actors 
performing Shakespearean speeches, to hear how the actors 
sustain their breath in verse-speaking. The student makes 
notes of audible inhalations of breath by the actors on 
the recordings and then attempts to read the same material, 
breathing only in the places marked. Dr. Machlin asks 
students to rate and compare the breath control achieved by 
various actors after listening to them. 

These exercises typify Dr. Machlin's emphasis on 
"listening" and they provide students with an effective 
illustration of the need for extended breath control in 
acting. The exercises go further than the "listening" exer- 
cises for relaxation. In addition to identifying good breath 
control, students also try to match the breathing patterns of 
the actors on recordings, which may be helpful insofar as the 
students appreciate the difficulty of sustaining breath for 
longer periods. 

There is a danger, though, that students may be 
tempted to copy the phrasing of the recorded voices as "ideal" 
readings of the lines rather than developing their own inter- 
pretation of the text. Because this could lead actors to 


imitative and unoriginal, the use of this type of exercise 


lsee Appendix F, "Listening for Breath Control," 
Exercises »l=3. p.sl41-142: 
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42 
should, in my opinion, be extremely limited. 


After students have listened to recordings to identify 
the use of breath control, Dr. Machlin starts a series of 
exercises in which students become aware of rib and diaphragm 
movements while they are in different postures, and they 
begin to prolong their exhalations of breath. Students also 
learn to emit their breath over a set number of paces while 
walking. All these initial exercises are performed silently, 
in order to strengthen the breathing process in isolation, 
before it is used to support the voice.” 

Dr. Machlin uses more silent breathing exercises 
than the other teachers, which reflects the more gradual and 
analytical progression in her teaching method. The other 
teachers use fewer unvocalized breathing exercises, so that 
students can make an immediate connection between breath 
GOntrolL andtvocal support: 

Although the silent breathing exercises used by Dr. 
Machlin develop extended exhalation and rib expansion satis- 
factorily, vocal sound should be included at an early stage 
in breathing exercises, in my view, so that breath control 
does not become and end in itself, in isolation from the 
total speech process. 


Following the silent breathing exercises, Dr. Machlin 


2See Appendix F, "Breath exercises with normal inhala- 
tion and gradual exhalation," Exercises! Neto, 65) prlage 
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43 
accentuates the use of of the diaphragm in exercises which 


require "panting" breathes Panting causes a vigorous down- 
ward movement of the diaphragm, to inhale air swiftly, and a 
quick upward movement of the diaphragm as the air is expelled 
rapidly. The other teachers also use similar forms of panting 
exercises, which help to make the diaphragm stronger and more 
flexible. 

Dr. Machlin then adds vocal sound in a group of 
exercises which demand strong inhalation followed by humming 
or counting numbers during exhalation.4 These exercises 
give the student an awareness of the use of breath to control 
and sustain vocal sound. The other teachers use similar 
exercises for the same purpose. 

When students have learned to extend their breath 
while counting numbers, Dr. Machlin asks them to apply breath 
control to poetry and dramatic material. Students control 
their breath inhalations by taking breath at specific points 
in the material and learn to extend exhalation over sentences 
of varied length. 


Dr. Machlin's breathing exercises, outlined above, 


3See Appendix F, "Breath Exercises with panting 
exhalation »parexercises Pitoro, pa l43. 


4 See Appendix F, "Breathing exercises with strong 
inhalation followed by exhalation with humming and speaking," 
Exercises 1 and 2, pp. 144-145. 


>See Appendix F, "Breathing exercises with strong 
inhalation followed by released exhalationsiinereadingy: 
Eeercisesil to 4)8ip. 145. 
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44 
form a systematic and thorough progression from "listening" 


exercises through to the use of extended breath SuppoOntMmtLor 
dramatic material. After students have mastered these aspects 
of breath control, Dr. Machlin introduces techniques for 
screaming, laughing and weeping on stage. 

Once again, she asks students to listen critically to 
recorded examples of screaming®, laughing and weeping’ to 
compare the relative mastery of these techniques by well- 
known actors. 

Dr. Machlin develops the technique for a stage scream 
in gradual steps. Students first learn to inhale deeply and 
force the air out with strong pressure from the diaphragm 
and abdominal muscles, using only whispered Sound .gan Dre 
Machlin stresses the relaxation of the throat and larynx 
throughout the production of a scream, so that the student 
relies on extra breath pressure to produce the sound, rather 
than constriction of the throat muscles, which irritates the 
vocal sCcOrdS. 

When students are able to use strong air pressure to 
produce the scream, without throat tension, Dr. Machlin 
Slowly adds sounds such as “Ho,” "Hi" and “Hey™ Uncle 


sound increases to a convincing scream. Finally, students 


®see Appendix F, "Exercises for developing the stage 
Seream,.. ebxercise.l, -p..146 


‘See Appendix F, "Exercises for laughing and sobbing," 
Byerciseul, p., 143.. 


OTR el * =, 
setae dean ietrecattol: a 


- 

re ™ 

et 

nbsnoe-senee 2 10% nupeinoekiwA? eatleeeh wht vate OF : 

Sné xigeeh oladnt ot mubat seal atagtats: « ote tewberpemt” 
imeuitgeth ada wot esiieetg pests Tiew tue tis st eom02 

“0 , bruioe botege tw tia wir Wap vasioetn biti eee bem : 

saan tind saotts att Je aml sayates std et awe at idome 7 

Jnsbhes are tad oe) pieutoe 30 yecsoteay: Ea od wergubt 

reddes  bauee oft surbaid oF seseeRS tise oyee Se 7 


ans sedasexeh doll nochebi) Hovde pita! io Abbtoindenoc! ieee f 


tt onnemata 115 ae esi. o7 sity ats asnehots came ~ we 


se Se ai 1 a sen se a 


45 


learn to incorporate screams within dramatic material.8 

To develop stage laughter and weeping, Dr. Machlin 
uses "panting" breath exercises, as both laughter and weeping 
require quick upward and downward movements of the diaphragm, 
Similar to the action of panting. The beginning exercises 
are done with silent panting. 

Students then add the basic sounds of laughter and 
weeping, #5Uchm@ase Hayeha; orm Oh;eoh,Ulandevaryeand=proleng 
these sounds until they resemble realistic laughter and 


weeping.” 


When they are able to reproduce laughter and 
weeping with ease, Dr. Machlin asks students to incorporate 
these techniques into dramatic atone 

Dr. Machlin's exercises for screaming are particularly 
helpful for actors because they learn to produce an effective 
stage scream without throat tension, which could cause vocal 
strain and even damage to the vocal cords. The exercises 
for laughing and weeping are useful for actors who have 
difficulty in reproducing these emotional reactions convinc- 


ingly*on ‘stage, though many actors can do’ so with little or 


no practice in these techniques. 


Robert Parks, in keeping with his main emphasis, 


concentrates mostly on "muscle sense" in his exercises for 


8 see Appendix F, "Exercises for developing the stage 
scream," Exercises 2 to 4 p. 147. 


9 See Appendix F, "Exercises for laughing and sobbing," 
RXGrCIiSeGS 2 tO 0, Dp. 148% 
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46 
breath control. 


Initially, he tells students to place their fingers 
on their midriffs to feel the action of the diaphragm during 
breathing. 

Students then work in pairs, placing their hands on 
each others ribs to feel the increased movement that is 
necessary for full rib expansion.?° 

In a more advanced exercise, pairs of students place 
their hands on each other's ribs, or diaphragms, and attempt 
to match each other's breath cycle, one student breathing in 
as the other exhales. This exercise incorporates muscle 
sense effectively to develop rib expansion as well as creating 
a controlled and rhythmic breath supply for Speech > 

Like Dr. Machlin, Professor Parks includes exercises 
in which students explore the use of breath in different 


— and exercises to prolong exhalation while 


eel 


bodily postures 


13 However, Professor Parks 


walking or counting alou 
introduces voiced sounds, either through humming or counting, 
sooner than Dr. Machlin so that students will link breathing 


exercises with vocal support as soon as possible. 


10see Appendix G, Exercises 1 to 3, p. 150. 


llsee Appendix G, Exercise 5, p. 151. 
1266 Appendix G, Exercise 2, p. 150. 
l3see Appendix G, Exercise 6, p. 151. 
14cKe Appendix G, Exercise 7, p. 151. 
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47 
Professor Parks begins exercises for activating the 


diaphragm with "panting" exercises!5 similar to those used 
by Dr. Machlin, although, once again, he adds vocalized 
sounds such as "Huh", "Hi" or "Hey" almost immediately, so 
that students use breath exhalations to support sound. 

Professor Parks proceeds with breathing exercises 
that combine vigorous movements of the arms and legs with 
the swift inhalations and slow exhalations of breath that 
are needed for extended speech. 1° 

To develop rhythmic control of breathing while 
performing vigorous movement, Professor Parks adds exercises 
ingwhichestudents lieson?theirebacks and?"bicycile"iwith? their 


aad ul8 These 


legs in the air or stand up and run "in place. 
exercises test the actor's ability to control his breath in 
spite of considerable physical exertion. 

Professor Parks' emphasis on "muscle sense" to 
develop breath control shows most noticeably in his use of 
individual manipulation on more advanced students. 

In tutorial =sessionsy the’ studentrlies*on avtable 


and Professor Parks applies manual pressure to the student's 


ribs to develop resistance to the tendency of the ribs to 


l5see Appendix G, Exercises 8 and 9, p. sake 


mesee Appendix G, Exercises 13 to 16, p. 152. 
caer Appendix G, Exercise 10, p. 151. 


18546 Appendix G, Exercise ll, p. dro. 
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48 
wecollapse" trapidiliy “on "exhalation: 


Profesor Parks also applies a rapid, jerking pressure 
to the student's diaphragm while the student produces open 
vowel sounds, to make the diaphragm move flexibly and to 
ensure that the student uses diaphragmatic pressure to control 
the tonal sounds. 

The methods of manipulation which Professor Parks 
uses here are derived, in modified form, from the Alexander 
Technique. 

As most students are able to achieve good rib expan- 
sion and diaphragmatic flexibility without direct help from 
the teacher, this type of individual manipulation is only 
beneficial, in my opinion, for students who are exceptionally 
slow in responding to standard breathing exercises. 

When students have mastered basic breathing exercises, 
Professor Parks asks them to maintain good breath control 
while moving energetically and speaking learned material. 

In one exercise of this kind, students work in pairs, 
miming the actions of fencing while they recite alternate 
lines of a speech in blank verse.l9 This exercise reveals 
the student's mastery of breath control because the added 
movement upsets normal breathing patterns and makes controlled 


exhalation more’ difficult. 


Miss Rowena Balos also concentrates most on "muscle 


19 See Appendix G, Exercise 18, p. 152. 
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49 
sense" in her exercises for breath control, but her exercises 


are not as vigorous as those of Professor Parks and she does 
not use manipulation on her students at any stage in the 
thaaning. 

Miss Balos prefers more relaxed exercises for breath 
control because she believes that the use of strong abdominal 
pressure prevents the easy, natural movement of the diaphragm. 
Her argument has validity because some of the more energetic 
breath exercises over-develop the outer abdominal muscles and, 
in turn, reduce the potential movement of the diaphragm by 
forming a tight barrier around it. 

Miss Balos uses very similar exercises to Professor 
Parks to show students how to feel the movement of the 
diaphragm, by placing their fingers on their midriffs, and 
how to expand their ribs easily to allow a full supply of air 


= She also asks students to assume a variety 


in the lungs. 
of bodily postures to discover the different quality of rib 
and diaphragm movements that are possible in various posi- 
tions.?+ 
In both sitting and standing positions, students 
concentrate on expanding the entire rib-cage by blocking 
off one nostril with their fingers and breathing slowly and 
and deeply through the other nostril.22 The effort to in- 


hale slowly through one nostril makes the student aware of the 


20 3ee Appendix H, Exercises 1] and 2, p. 154. 


21see Appendix *H, “Exercise 3, fp. 4154 


22see Appenaux sH, —Exencise 47 ipa ei54- 
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50 
gradual expansion and contraction of the ribs. Miss Balos 


was the only teacher who used this type of exercise. 
For diaphragm movement, Miss Balos tells students to 
hold their arms parallel with their shoulders and draw them 


back rapidly, in rhythm with puffing breath. 2? 


The action 
involved in this exercise is similar to the "panting" exer- 
cises used by the other teachers, except that the raising of 
the arms encourages an outward movement of the ribs as well. 
The exercise thus incorporates both rib expansion and dia 
diaphragm movement, which makes it an exceptionally useful 
LOVMNeODey Panting. sbreath. 

Miss Balos also includes standard breathing exercises, 
such as raising and lowering the arms while inhaling and 


2 Z5 


exhaling?‘, counting numbers while exhaling and raising 


and lowering the;torso from the waist while sustaining vocal 
sounds. 7° 
Like Professor Parks, Miss Balos uses breath to 
support voiced sounds in all except the beginning exercises. 
In contrast to Professor Parks, Miss Balos aims at 
more relaxed breath support in advanced breathing exercises. 


For example, students learn to talk to each other ona 


"Sighing breath." This means that the student completes an 


23See Appendix H, Exercise 5. P- 155. 


Lips Appendix H, Exercise 7. p. 155. 


2 >See Appendix Hy Exercise 8. p. 155. 


20cce Appendix H, Exercise 6. p. 155. 
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bt 
entire sentence in one breath, as if he were Sighing. 


Although the exercise requires prolonged breath to complete 
each sentence, the breath is expelled in an easy and relaxed 
manner, unlike the vigorous breath required for Professor 
Parks' "fencing" exercises. 

Miss Balos! exercise in "sighing breath" helps ts 
students to achieve prolonged and relaxed vocal support, but 
it does not prepare them to use breath support effectively 


while performing energetic movement on stage. 


Miss Kathleen Stafford's procedure for breath control 
exercises is similar to those of the other teachers in the 
early stages, but her more advanced exercises emphasize the 
use of breath to sustain "emotion." 

She begins with exercises in which students lie on 
the floor and feel the action of their diaphragms with their 


27 The other 


fingers as they make light, puffing breaths. 
teachers use similar exercises for the same purpose. 

Miss Stafford follows this introductory exercise with 
two silent breathing exercises. Students lie on the floor 
and breathe in and out as they raise and lower their torsos 
ErOMeanmDLOnemtouarsitting, position. slaed) waridantoretiis 


exercise, students touch their toes as they inhale, and 


exhale as they lie down again.*° Miss Staliord uses srewer 


27See Appendiss Ly Exercise’ Uy ps 156: 


8 see Appendix I, Exercises 2 and 3, p. 156. 
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52 
Silent breathing exercises than Dr. Machlin because she 


believes that students should use breath to support vocal 
tone as soon as possible. 

Miss Stafford places particularly strong emphasis 
on rib-reserve breathing and insists that students keep their 
ribs expanded fully while speaking, only allowing the ribs 
tomcontractworietly casebreath iis renewed. *? Injvorderstordo 
this, students concentrate on driving air from the lungs 
with diaphragmatic pressure before the ribs "collapse." This 
type of exercise is valuable for developing extended breath 
support. 

To exercise the diaphragm, Miss Stafford uses 


30 which are identical to those used by 


"panting" exercises 
Dr. Machlin and Professor Parks. 

Miss Stafford's more advanced breathing exercises 
feature a marked use of resonant sounds such as "Meng-mah" 
and "Ming-mah" which incorporate both the nasal consonants 
("M," "N" and "NG") which are sounded in the nose, and vowel 
sounds, which are resonated in the throat and mouth. 3+ 

The use of these sounds reflects the close tie 
which Miss Stafford makes between breath control and the use 


@festrong resonance, for vocal»carrying-=powers) Hergexercises 


for these two areas overlap constantly and are basically 


29See Appendix I, Exercise 4, p.156. 


7 EE Appendix 1, Exercrses5, p. 156. 


31 see Appendix I, Exercise;6 ands7,)p. 157. 
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52 
similar, except that she emphasizes breath support more 


strongly to begin with, and later accentuates the accurate 
placement of sound in the nose and mouth, for full resonance. 

The advanced breathing exercises also characterize 
Miss Stafford's emphasis on "emotion." She asks students 
to have definite "intentions" while making sounds, or 
counting numbers, during exhalation. The numbers from "One" 
COmsCCVCN Uy, LODminotance,scouldasrepresent the thought<) =! i 
am leaving stomorrow," or “I7do not want to see you again. "32 

Similarly, she asks students to "breathe in" moods 
like "sorrow," "joy" or "command" and to sustain these moods 
through spoken sentences. The sustaining of "moods" 
encourages the use of ususually strong breath energy, which 
provides strong support for voiced sounds. These exercises 
also connect breath support with the representation of 
emotions and mental attitudes and are therefore especially 
relevant to acting. 

Miss Stafford finally applies breath control to 
poetic material. Students read poetry, pausing for breath 
at the end of each line, until they are able to sustain their 


33 Dre Machiin 


breath over progressively longer spoken units. 
uses very similar exercises for advanced breath control. 
Miss Stafford includes exercises for stage laughter 


and weeping, which are based on "panting" breath and suitable 


32 See Appendix L, Exerciser do, 7p. L57. 


Sys Appendix I, Exercises 10 and 11, p. 158. 
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54 
: 34 ’ 
vocalized sounds. The exercises are almost identical to 


those of Dr. Machlin. 


Summary 

The four teachers all aim at good rib expansion and 
thesusesoLedlaphragmatic “support” for breath control, but 
their exercises vary quite considerably, according to the 
particular teaching emphasis. 

All the teachers use similar "panting" exercises to 
activate the diaphragm and they all include some form of 
"counting" or "pacing" exercises to extend breath exhalations. 
Apart from Dr. Machlin, the teachers use few "silent" 
breathing exercises, preferring to use voiced sounds at an 
early stage, which in my opinion is advantageous. 

Dr. Machlin uses "listening" more extensively for 
breath control than she does for relaxation. Students 
attempt to "match" the breath units used by actors on 
recordings, as well as listening to identify good breath 
control. These exercises are helpful as long as they are 
used sparingly and do not lead to vocal imitations of the 
recorded actors. 

Dr. Machlin's exercises for stage screaming, laughing 
and sobbing are a useful addition to the normal breathing 
exercises tor actors, particularly for ‘students who" have 


difficulty in reproducing these emotional states technically. 


34 c6¢ Appendix I, "Exercises for stage laughter and 


weeping," Exercises 1 and 2, p.158. 
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52 
Robert Parks and Miss Balos concentrate heavily on 


"muscle sense" in their breathing exercises. Professor Parks 
uses more strenuous exercises than Miss Balos and his exer- 
cises prepare actors to control their breath while performing 
vigorous movement. He also applies manipulation to students 
to develop the breathing process. The use of manipulation 
appears to be desirable mostly for students who are slow in 
responding to other breathing exercises. 

Miss Balos uses "muscle sense" in a more relaxed 
fashion than Professor Parks because her chief aim is to 
produce relaxed vocal quality. Her exercises combining 
diaphragm movement with rib expansion are particularly 
effective. 

Neither Professor Parks nor Miss Balos include stage 
techniques for screaming, laughing or sobbing in their breath 
control training. These techniques are included, instead, in 
acting classes. 

Miss Stafford uses "emotion" to encourage students to 
prolong voiced sounds during breath exhalations. Her 
exercises also connect the use of breath support with the 
creation of strong resonance. Miss Stafford includes exer- 
cises for stage laughter and sobbing, based on the same 
principles as Dr. Machlin's, but she does not do exercises 


for the stage scream. 
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CHAPTER IV 


PHONATION AND RESONANCE 


Once students are able to produce a strong supply of 
breath to support vocal sound, Voice-teachers try to develop 
the maximum resonance, or "re-sounding" of the vocal tone 
created by the vibration of the vocal cords. 

Ther invtialevibrationvof -thetvocalecords, called 
phonation, is an almost entirely involuntary action, for 
which there are no direct exercises. .Voice-teachers try to 
ensure that the throat muscles surrounding the vocal cords 
are relaxed and that the breath stream vibrates the vocal 
cords smoothly and evenly. Relaxation and breathing exer- 
cises help these aspects of clear and unhampered phonation. 

For all practical purposes, teachers treat phonation 
and resonance as one area and concentrate on the amplifica- 
tronyeracher -thanethe™initiation, of ®vocaiS=tonet 

The main areas in which vocal tone is resonated, or 
enlarged, are the throat, mouth and nasal passages. 

Vowels and diphthongs, known as the "open" mouth 


sounds because the mouth is open during their formation, 
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resonate chiefly in the mouth. The mouth and tongue are 
sufficiently flexible to shape different resonating chambers 
which give each vowel its characteristic sound. 

The carrying-power of the voice rests mainly on the 
vowel sounds, because they can be held and enlarged for as 
long as necessary on an uninterrupted breath stream. 

Most consonant sounds, on the other hand, are formed 
by momentary stoppages and releases of the breath stream by 
the tongue, lips and teeth, and these sounds have only brief 
duration. 


Faulty placement of the tongue or poor lip-shaping 


tend to distort the formation of the vowel and diphthong 
sounds and reduce their full resonance and carry-power. 
Similariveiat? the®jiaweiserigad, iausang) the@lipssto: 2spread” 
Sideways rather than open widely, the vowels do not receive 
full oral resonance. 

Voice-teachers therefore pay considerable attention 
to lip formation and movements of the tongue and jaw to see 
that vowel sounds are formed correctly. 

The nose is the sole resonator of the sounds "M" "N" 
and "NG" which are known as the "nasal" consonants. These 


sounds all have a strong humming resonance, which adds 
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58 
carrying-power to all words which contain them. 
To resonate these sounds correctly, the soft palate, 


ins thesrear upper part of the mouth, lowers, allowing the 
sound to enter the nasal passages. For other voiced sounds, 


the soft palate rises, closing off the entrance to the nasal 
Passages, so that the sounds resonate only in the throat and 
mouth. 


If the soft palate becomes too tense, the nasal 
consonants cannot enter the nose for resonation, resulting 


in flat and lifeless vocal tone. 

At the opposite extreme, a "lazy" or inactive soft 
palate will ailow both vowel and consonant sounds to 
resonate in the nose, which causes a muffled, over-nasal 
tone. A similar fault, known as nasality, frequently 
results from a rigid jaw, which hampers full oral resonance 
and forces the tone through the nose, causing a sharp and 


unpleasant voice quality. 


To counteract faulty nasal resonance, Voice-teachers 
include exercises for easy jaw movement and specific 
exercises to activate the soft palate. Many resonance 
exercises are based either on humming sounds, to build nasal 


resonance, or the prolonging of vowel and diphthong sounds, 
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59 
to.encourage full oral resonance.! 


The four teachers in this study are closer in their 
approaches to resonance than they are in other Voice areas. 
They vary chiefly in the amount of attention which they give 
to any one aspect of resonance, such as lip formation, jaw 


movement, tongue placement or soft-palate exercises. 


Dr. Machlin introduces this area, once again, with 


a period of "listening." She asks students to listen to 


larthur Lessac, Voice and Speech teacher at the 
State University of New York, Binghampton, differs from 
other Voice teachers in his approach to resonance exercises. 
Instead of including sounds which contain the nasal conson- 
ants, "M," "N," and "NG," to develop nasal resonance, he 
substitutes a sound which he calls the "Ybuzz." The sound 
is made by prolonging the "Y" sound (as in the word "Yes") 
and following it with the "E" sound (as in the word "Easy"). 
The sound is directed forward in the mouth, causing a vibra- 
tory sensation on the front of the hard palate, the gum 
ridge and the nasal bone. Mr. Lessac objects to the use of 
the usual nasal consonants on the grounds that the voice 
can become patterned onintrinsically nasal sounds, which could 
make vowel sounds strident and unpleasant. He prefers the 
"Ybuzz" because it is a non-nasal sound, made with the lips 
parted, which also causes "forward" vibration in the face 
area. The "Ybuzz" can, however, be used only in the lower 
third of the vocal range, without causing vocal strain, 
according to Mr. Lessac. The usefulness of the "Ybuzz" for 
developing resonance is therefore quite limited. In my 
Opinion, thes lengtheningsofathen’ Yaasound” alsottendsato 
cause tightening of the throat muscles, which could defeat 
the production of easy and relaxed sound. While an over- 
emphasis on the use of nasal consonants could lead to an 
unpleasant "nasal" sound quality in the voice, the teachers 
in this study all use both vowel sounds and nasal consonants 
for resonance exercises, which should balance the use of oral 
andsnascal tTesonance. fOr a CUuLledescription oleMr. hessac’s 
treatment of resonance, see Arthur Lessac, The Use and 
Training of the Human Voice (New York: DBS Publications, tc. 
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recordings of both actors and non-actors to identify the use 
of resonance and to compare the guality of resonance in 
different voices.? 

Students also record their voices periodically while 
they are focussing on resonance and listen critically to the 
recordings to judge whether they are achieving better vocal 
quality. 

These "listening" exercises are heipful as an initial 
guideline and as a method of checking progress, provided that 
the student does not become inhibited by listening to his own 
voice too frequently. 

Dr. Machlin then works with exercises which combine 
humming and open vowel sounds with a variety of body move- 
ments. She includes bodily movements to counteract any 
possible tension as students learn to prolong sounds in a 
"Singing"tone. The type of movement in these exercises 
varies from head-rolling and arm-swinging to rhythmic move- 
ment of the whole torso.> 

To develop full resonant tone on vowel sounds, 
students sing sounds such as "Ah" and "Oh" in four-note 
groups, with piano accompaniment. The groups of notes are 


sung on one breath and varied up and down over the space of 


2See Appendix J, "Listening Exercises," Exercises 1 
ane 27 BO. 360% 


3See Appendix J, “Humming and Moving Exercises," 
Exercises > S2eande37 p. ole 
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4 Singing exercises of this kind help the student 


an octave. 
to develop clear and carrying tone on open vowel sounds. 

Dr. Machlin's most impressive work in the area of 
resonance, however, is her use of transitions between sung 
and spoken sounds. These exercises are valuable because they 
assist students to bring the fullness of singing tone through 
into their speaking voices. 

Dr. Machlin effects this transition between sung and 
spoken sounds with combinations of vowel sounds prefaced by 
the "M" sound. The joining of both "M" sounds and vowel 
sounds in sequences like "Mah maw, moh, mee, moo" encourages 
the simultaneous development of bcth oral and nasal resonance. 
Students first sing these sound combinations and then immedi- 
ately speak the sounds, attempting to preserve the same full- 
ness of sound in both the sung and spoken sequences. 

Dr. Machlin uses different varieties of sounds to 
include the other nasal consonants, "N" and "NG" in these 


MV, ee nOw  anada.oing™ 


2 


sound sequences, and words such as 

which include both nasal consonants and vowel sounds. 
While students are performing these exercises, Dr. 

Machlin constantly stresses the need to shape the lips care- 


fully for full resonance on vowel sounds and encourages 


4See Appendix J, "Extended Singing Exercises," 
Exercise” Iepeel62. 


>See Appendix J, "Singing-Speaking Transition 
Exercisesyeebxercises 1 to™4; Vp 62). 
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62 
students to move their jaws widely to increase oral resonance. 


To activate the soft-palate, Dr. Machlin asks 
students to speak the sounds "NG" and "Ah" repeatedly in 
sequence. The combination of these two sounds, or the "NG" 
sound in combination with any vowel sound, causes the soft 
palate to lower to resonate the first sound in the nose, and 
rise to shut off the nasal passage for the following sound. ® 
This exercise is a good means of making the soft palate move 
flexibly, to achieve a balance of oral and nasal resonance. 
The other teachers also use this exercise for the same purpose. 

When students have learned to use resonance more 
fully through the exercises described above, they read poetry 
aloud prolonging the vowel and dipthong sounds slightly 


where the sense allows it. 


The exercises which Robert Parks uses to develop 
resonance are based on the same principles as those of Dr. 
Machlin, but he lays more stress on "feeling" the vibrations 
of resonance through "muscle sense". 

Students start by feeling the vibrations of resonance 
in the throat and face with their fingers while they are 
humming, or extending sounds composed of the nasal conso- 


nants.’ As strong resonance produces vibrations which can be 


6See Appendix J, “Exercises for the Soft Palate," 
Exercises 1 and 2, p. 164. 


7See Appendix K, Exercises 1 to 3, p. 165. 
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63 
felt physically, it is certainly advantageous to explore the 


placement of resonance through physical sensation as well as 
listening. 

Professor Parks tells students to check the movement 
of the larynx by placing their fingers on their throats while 


they are producing vowel sounds. ® 


His objective here is to 
discourage students from making strained upward or downward 
movements of the larynx, because these movements can narrow 
and constrict the area of throat resonance. 

To make the lips and jaw open widely for oral 
resonance, Professor Parks instructs students to place corks 
between their teeth while they are making vowel sounds.” 
While this exercise achieves the objective of opening the 
lips and jaw, most students are able to do this effectively 
without the additional aid of corks. 

Professor Parks extends nasal and oral resonance by 
using humming and vowel sounds for exercises performed in 
kneeling and standing positions. Students begin the exercise 
by kneeling on all fours, with their head hanging downwards. 
They hum continously, raising their heads upright to open 
their mouths on a variety of vowel sounds. This exercise 
is particularly useful because the initial downward position 


of the head forces the resonant vibrations to fall "forward" 


8 see Appendix K, Exercise 6, Pp. 166. 


2 : 
See Appendix K, Exercise 5, p. 166. 
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into the face, rather then resonating mainly in the throat, 
which reduces vocal carrying-power. 

The students repeat this exercise in a standing 
position, trying to retain the same "forward" placement of the 
resonant vibrations which they experienced while kneeling. 

Like Dr. Machlin, Professor Parks uses a piano to 
enlarge resonance through singing tone. He employs four 
or five-note combinations, with the student singing the 
sounds "Hum-mum" to each note to develop nasal resonance, or 


il These exercises 


the word "Hello" for open oral resonance. 
imply some degree of "listening" as well as "muscle sense" 
in order to match the musical notes on the Piano. 

In one exercise, Professor Parks also incorporates 
"intentions" similar to those used by Miss Stafford. Students 
face each other in pairs and "send" sounds like "Hum-mah" to 
each other with a definite thought or intention behind the 
sound.? Professor Parks includes these "intentions" so that 
students connect the use of arbitrary resonant sounds with the 
expression of emotions and thoughts. This approach is useful 
because there is a danger that exercises involving the use 
of isolated sounds may become meaningless drills without 
apparent connection to the speech and acting process. 

l0See Appendix K, Exercise 4, p. 166. 

llsee Appendix K, Exercise 7, p. 166. 


l2see Appendix K, Exercise 8, p. 166. 
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Additional humming exercises include leg movements 
to loosen up the body and test the use of resonance when 
students have to move vigorously while speaking.+? 

To activate the soft palate, Professor Parks uses 
the same exercise as Dr. Machlin, alternating the "Ng" and 
PAR sounds.* 

For advanced work in resonance, pairs of students 
sing alternate lines of a learned speech and speak the lines 
immediately afterwards. The objective of this exercise is 
to retain the same fullness of resonance in the sung and 
spoken sounds.” This exercise, which is a variation of 


Dr. Machlin's transitions from singing to speaking, is an 


excellent method of achieving fuller resonance. 


Miss Rowena Balos uses combinations of nasal and 
vowel sounds in her basic exercises for resonance, but she 
includes more specific exercise for the tongue, lips and jaw 
than the other teachers. 

Her method of demonstrating the different areas of 
resonance to students is unusually effective. She tells 
students to hum with their heads in three different posi- 
tions: falling backwards, looking ahead and falling forwards, 


Onetuelrechestus wll the first sposucion, they strong 


75ec AppendixekK, Exercicese anda lO, ep alG7. 


eae Appendix K, Exercise 12, p. 167. 


13 S66 Appendix K, Exercise 13, p. 16/7. 
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66 
vibrations of throat resonance predominate. Facing ahead, 


the vibrations occur most strongly on the teeth and lips, 
showing oral resonance. With the head falling forwards, the 
vibrations of nasal resonance predominate, felt in the nose 
and cheeks. This exercise, like many of Professor Parks', 
relies more on "muscle sense" than on hearing. © 

In order to ensure that the tongue does not interfere 
with good oral resonance, Miss Balos exercises the tip, 
middle and back of the tongue to make it as flexible as 
possible. The exercises include drills on the "L" sound, 
which cause the tongue tip to move; "G" and "K" sounds, which 
raise the back of the tongue, and np sounds, which cause 
the centre of the tongue to Hise. ui Since faulty tongue 
positioning can obstruct oral resonance, these tongue exer- 
cises form a useful part of resonance exercises. 

Miss Balos also concentrates on exercises to widen 
jaw movement, for full oral Pecorance tas Students massage 
the joints of the jaw with their fingers, widen the mouth 
"as if screaming silently", and shake the jaw loosely up and 
down. These exercises have the same effect as the jaw exer- 


cises used by Professor Parks, without the necessity of using 


extra aids, such as corks. 


S see Appendix ly, Exercise Ey p+ 168: 
See Appendix L, Exercise 4, p. 169. 


ie Gee Appendix L, Exercises 6, 7, and 8, p. 169. 
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67 
Students loosen the larynx by moving it to and fro 


with their fingers while making sounds such as "Hi", "He" 

and "Ha". This exercise, to avoid tension and constricted 
throat resonance, is similar to Professor Parks' exercise 

for the same purpose. 

Miss Balos encourages vigorous lip movements by 
telling students to "burr" their lips together "like a motor 
cycle” ,,0n to move their lips by making exaggerated "Bri", 
Pero Vine Gee Ciara sounds.?? 

For activating the soft palate, Miss Balos uses the 
same alternation of "Ng" and "Ah" sounds as the other 
teachers. 7° 

Miss Balos proceeds with humming exercises incor- 
porating body movements, like those of Dr. Machlin, although 
not as detailed or numerous. “+ 

Like both Professor Parks and Dr. Machlin, Miss Balos 
uses a piano for more advanced resonance exercises. Students 
Sing five-note combinations, alternating between nasal and 
vowel pounds eae When students read material, Miss Balos asks 


them to use vowel and nasal consonant sounds fully to achieve 


good resonant tone. She does not include singing-speaking 


Nia Ropendis. lips bxereaSewil2 >on]. 0). 
° see Append) li, a bcerOlLsoms 7D .n loo 
I cee Appendix L, Exercise 97 p. 169° 


aes Appendix L, Exercise ll, p..170. 
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transitions in her exercises, like Dr. Machlin and Professor 
Parks. In this respect, her resonance exercises are not, in 
my Opinion, as comprehensive as those of the other teachers. 
Her specific exercises dete the jaw, tongue and lips are, 


however, more thorough. 


Miss Stafford also believes in "feeling" resonance 
through "muscle eenees ~wather than “listening to it. | Some 
of her exercises feature "emotion" and "intentions", as well 
as "muscle sense". 

She asks students to "feel" the different areas of 
resonance by placing their fingers on their lips, noses and 
throats, while they make prolonged "MMM" sounds. °? 

To show how resonance moves from the throat to the 
nose, Miss Stafford tells students to prolong the word 
eDONGE wee lis) WOrd resonates: Initially inethe throateand 
then progresses to full nasal resonance on the final "Ng" 
sound.74 

Miss Stafford has the same exercise as Miss Balos to 


25 


loosen the jaw, by massaging it and moving it freely, and 


she uses the same soft palate exercise as the other teachers, 
; u " 26 
based on the alternating "Ng" and "Ah" sounds. 
3 see Appendix M, Exercise 1,7 pi). 
4 cee Ropendix 'M, "Exercise 2, Ip. L/L 
> See Appendix M, ‘Exercise 3, p. 1/71. 


Ocae Appendix M, Exercise 4, ip. 17 bes 
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In order to check that students are shaping their 
lips correctly for good oral resonance, Miss Stafford watches 
students individually while they say all the vowel and diph- 


thong sounds.7/ 


She insists that students keep their tongue- 
tips behind Cheir lower teeth for vowel ‘sounds, so that the 
sound can resonate fully in the mouth with as little obstruc- 
tion as possible. Miss Stafford's work for lip-shaping was 
especially detailed and thorough. 

Some of Miss Stafford's resonance exercises, using 
only the prolonged "MMM" sound, 7° are related closely to 
breathcontrol exercises, as I have mentioned in) the previous 
chapter. While she is emphasizing resonance, Miss Stafford 
stresses the need to place the sound "forward" in the face 
"mask" rather than concentrating on the breath pressure which 
initiates the sound. 

In more advanced exercises, Miss Stafford asks 
students to say strings of sounds containing nasal consonants 
and vowel sounds, such as "Man-meng-ming-mong-mung", with 
"intentions" behind the seni an oe She suggests that students 
think of a definite sentence like "I will not see you to- 
morrow", to give meaning and intonation to the sounds. 

She also asks students to sustain specific moods, 
elas Appendix Mj, Exercise =o, p. 172. 
Oona Appendix M, Exercise 6, p. 172. 


Gisee Appendix M, Exercise 8, p. 1/2. 
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70 
like "joy", "anger", or "despair" while they are making pro- 
longed "MMM" sounds. °° 

These advanced exercises, containing "moods" and 
SAaNntCentionseatypityiMiss Statford!seuse of “emotion "sto 
createsextra vocal energy for carrying—-power of) the voice, 
as well as linking the exercises with acting. The exercises 
are remarkably effective for producing, strong and carrying 
cone; 

To give the student an awareness of using resonance 
for projection, Miss Stafford sometimes suggests that the 
student, "sends" the "MMM" sound to a specific point in the 


ut This type of exercise 


room, either in front or behind him. 
helps to produce strong "forward" resonance although there 
is a possibility that the student will tense his throat in 
the effort to "send" the sounds for any considerable distance. 
Only very advanced students, in my view, are likely to 
benefit from this exercise. 

Miss Stafford is the only teacher who does not use 
piano accompaniment for any of her resonance exercises. 
Students learn singing as a separate subject, which helps 
them to improve their vocal tone. Her approach, however, 
does not provide the important link between singing and 
spoken tone, which Dr. Machlin and Professor Parks effect 

30 


See Appendix M, Exercise 7, p. 172. 


1 cee Appendix M, Exercise 9, p. 1/2. 
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yet 
through singing-and-speaking transition exercises. 
When students are reading poetry, as advanced 
exercises, Miss Stafford asks them to use full resonance on 


all nasal consonants and vowel sounds. 
SUMMARY 


The four teachers use many similar exercises, based 
on prolonged vowel or nasal consonant sounds, to develop 
resonance. 

All four teachers use identical exercises for the 
soft palate, and their exercises for lip-shaping are similar, 
though they vary in number. 

The basic aim of most Sqsseheee 1S a) "forward. 
placement of resonance, in the mouth and nose, for good 
carrying-power. 

The singing-speaking transition exercises of Dr. 
Machlin and Professor Parks appear to be an extremely effect- 
ive method of developing full, resonant tone in the speaking 
voice. 

Dr. Machlin achieves "forward" placement of resonance 
Mainly through the additional breath power required for 
Psinging scone. ohne Uses. listening. as a guideline for 
students, both initially and as a periodic means of checking 
progress. The "listening" exercises are useful, provided 
they are not used so frequently that the student becomes 


self-conscious or discouraged. 
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Robert Parks encourages "forward" placement of 
resonance by altering the head position, to make students 
aware of the sensation of strong vibrations in-.the face. 

Miss Balos also concentrates on "feeling" head 
vibrations for "forward" placement, but she pays more atten- 
tion than the other teachers to freeing the passages of 
resonance through specific exercises for the throat, jaw, 
lips and tongue. 

Miss Stafford employs both "muscle sense" to develop 
strong resonant vibrations, and "emotion" to develop extra 
vocal energy for projection. Her methods appear to produce 


results very swiftly. 
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CHAPTER V 
PITCH RANGE 


Most Voice-teachers follow the training for vocal 
resonance with exercises to extend the pitch range of the 
voice, to add variety to vocal tone. 

Pitch changes, from higher to lower tones in the 
voice, are caused by muscular actions which alter the tension 
and density of the vocal cords as they vibrate. 

Increased tension and thinner mass of the vocal cords 
results in higher pitch, while decreased tension and thicker 
mass of the cords causes lower pitch. 

Impulses from the central nervous system dictate the 
muscular actions which change the tension and mass of the 
vocal cords. These muscular actions are almost imperceptible 
kinesthetically and changes in pitch are heard, rather than 
felt, by the speaker. 

Changes in pitch are related closely to changes in 
the speaker's mental and emotional attitude, and the use of 
pitch is almost inseparable from the communication of meaning 
and emphasis in speech. For this reason, most Voice-teachers 
introduce exercises for pitch development late in the 
eraining ,etostormea™ logical bridge withesSpeech-trainings 

Although Voice-teachers use some isolated sounds, or 


musical notes, in pitch exercises, they frequently include 
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74 
words and sentences to connect pitch range with speech. 


Voice-teachers also tend to delay pitch training 
until students have learned to produce relaxed and resonant 
tone, within medium pitches, because over-use of high and 
low pitches can easily cause vocal strain. 

Because the muscular actions which cause alterations 
im spLtch cannotwreally be felt, "muscle sense" has little 
relevance to this area of Voice-training. Voice-teachers do, 
however, re-emphasize the relaxation of the throat muscles, 
to allow free and unhampered movement of the vocal cords. 

The emphases of "listening" and "emotion" are both 
evident in methods of pitch training. Teachers emphasize 
"listening" so that students learn to recognize and match 
different musical and vocal pitches. Some teachers use 
"emotion" to show the student how different pitches reflect 
a variety of mental and emotional attitudes. 

The four teachers in this study follow much the same 
procedure for developing pitch range, varying chiefly in the 
degree to which they emphasize "listening" or "emotion" in 
their exercises. 

Two of the teachers--Dr. Machlin.and Robert Parks-- 
use a system of written pitch transcription to make their 
students aware of possible varieties in pitch and intonation. 
Students reproduce spoken pitches by placing a series of dots 
over written sentences to represent the approximate rise and 
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These pitch transcriptions are based on Hermann 
Klinghardt's system of marking intonationt, also known as 
the "Dot-and-Tail System." The transcripts resemble a simple 
form of musical notation. 

Dr. Machlin begins exercises for pitch extension by 
teaching students to make pitch transcriptions of dramatic 
dialogue, oi ordinary conversation, using the "Dot-and-Tail 


2 Shewstarts «with ‘these texercises to make“ustudents 


System. 
aware of the variety of pitch intonations which they could 
use when delivering material and to give them a means of 
planning definite pitch variations when they are preparing a 
poem or speech. 
Dr. Machlin combines "listening" exercises with the 
USGEOL pI tcechetranscriptrions = estudents ; slonminstance patran— 
scribe the pitch variations used by actors on recordings and 
then try to reproduce the same pitch variations themselves. ? 
These exercises, although somewhat mechanical in my 
opinion, are helpful as an initial step, to make students 
aware of the expressive use of pitch; providedrstudents do 
not use them excessively to the point of becoming imitative. 
While students are learning to make transcriptions, 
Dr. Machlin uses singing exercises and combined speech-singing 
lror a fuller deseriptien of Klinghardt ss systemior 
intonation marking, see Appendix N, p. 173. 


2See Appendix 0, Exercises 1 and 3, p. 176. 


3See Appendix O, Exercise 2, p.176. 
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76 
transition exercises for pitch development. 


Binstly, «students sing the "Ah™ sound, matching 
musical notes on the piano over the space of an octave. Next, 
they substitute: the) words»"One, two, three, four,! five, six, 
seven, eight" for the "Ah" sound, and sing the words up and 
down over the same notes.? 

Dr. Machlin then makes a transition between singing 
and speaking by asking students to sing the numbers from "One" 
to "Eight" over an octave and to speak each number in the 
same pitch immediately after singing it.? 

In more advanced exercises, students alternately sing 
and speak a series of numbers in rapid succession, resembling 
the rise and fall of pitch over an entire sentence. © 

These transitions between singing and speaking, 
which are similar to those which Dr. Machlin uses to develop 
resonance, are a valuable method for stretching pitch range. 

Dr aMachiliny develops sladingsgchangesian patchaeby 
asking students to make long, continuous rises and falls in 
pitch on the following sounds: "Mah, maw, moh, moo, mow, my, 


may, me."’ This series of sounds begins with vowel sounds 


formed at the back of the mouth, which are naturally low in 
4Sce Appendix O, Exercise 4, p. 176. 


3) 


See Appendix ©, Exercise 5, Pp. 177%. 
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©see Appendix O, Exercise 6, p. 177. 
Pp 


See Appendixes O0;. Exercise? 7," p.pi78. 


On aarti 

Seow valves Bo meege att a970 6 cata - 
ste oul UOT era ow? (ane Coo ¥ i 
Wine so efmow eat wile“ iia {besos aR ot 

: | — S eemaint 

3 

chindia ustrited ankidngess. «ence sods nti <2 ool OF 
eno" moa aisdmua std lente of esrstiete oelten co ebteo i 
ad} ot todetic Mote sbeae:-cd tne. overoo* es, 
Cl4b- Rigas) 18238 eins alan 


actie Yyietiiesy £6 paasbisa ~nepiessxo fosesvbs sou 


p 


_ 


-_ 


i 


dns2ss, ,.MmeLeda role bigé= af etadaud 36 sofa ears 
) oometyet ascittia ap teve. Malad Sy iiet tam oaks 
paiiteage Sos. yescetes emp aaa anesticwss? sped? =|. 
shferkt oo dedd teh idesh att eis ete. it 
nit Geko poiorasde 269 Bester olianies & 
vi doate ml ememsro. “epmeiete” eqaleveh tb toa 3d 
di 2tisk bas Beaks evogalzrdg, tock otem-ov- 
“in vom oq «Aon «Wem (eM elena 
eUneps Law dul ruled ehawee to Seizes chee Te oon. 
cb wot (itncnder exe. Ketel <ievon alt Ze tend ads sie 


pa! 


anh 4 vt otpangies 1a maaan 


7 
pitch, and ends with high "front" vowels, which are high in 


pistch.. 

The other teachers use similar exercises for "sliding" 
sounds, which are useful because they are closer to the 
"sliding" character of most spoken pitches than musical notes. 

More advanced students work in pairs to practice 
plech | buvidsiss Forathissexercise, eachystudent speaks a 
single word, such as "Yes"or "No" in progressively higher 
pitches until both students have reached the top of their 


vocal range.® 


The process is then reversed, so that they 
speak in descending pitches on each word until they reach 
the bottom of their Voice range. All the teachers use similar 
forms of the same exercise, which encourages the student to 
explore the full range of pitch levels in his voice, between 
the highest and lowest extremes. 

Dr. Machlin also tells students to experiment with 
the use of a variety of pitches on longer phrases such as 
BO UpEnORNOtEAgAINI aol Ccan.tetake ity? 

Finally, students read aloud from poetry and dramatic 
material which demands considerable use of pitch variation 
10 


EOGLMUCLSEC LECCE 


Dr. Machlin includes further "listening" exercises 


8see Append ixeOn ESeLCLSee oF a Deae 173% 
2See Appendiuxe.0y EXGuCi1se.8; pa 178. 


19see Appendix O, Exercise 10, p. 178. 
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78 
TACer in, the training to show Students how high and low 
pitches can be used effectively as aids to characterization 
in acting. These exercises involve listening to character 
voices used by actors in recorded plays.tl 

Robert Parks' approach to pitch development is very 
Sri necCOmNGe Mach iin sc work =Inetits area, 

Although he does not ask students to listen to 
recordings of plays, he suggests that they listen for unusual 
pitch qualities in other voices which they may be able to 
incorporate into voice characterizations for acting. 12 
He also begins pitch development with pitch transcriptions, 
using Klinghardt's intonation markings, to show students how 
pitch can be varied to convey atererene meanings.13 

Like Dr. Machlin, Professor Parks works initially 
with a piano to train students to reproduce different musical 
pitches. Students match the musical notes over the space of 
BDOU GAN OCLAVe, Using the SOuUnGs «Ha; | He,. Ole Hi. « 
These sounds are then alternated with "BE" and Arie sounds.?4 
Students also speak the sounds in the same pitches after 
singing them, on the same principle as Dr. Machlin's singing- 
speaking transitions. 


After using single sounds for singing-speaking 


llsee Appendix O, Exercise 11, p.179. 
l2See Appendix P, Exercise 1, p. 180. 
l3see Appendix P;, Exercise 2, p. 180. 


14sce Appendix P, Exercises 3 and 4, p.180. 


cosy 2k naemgobea desta oF adiipieiien soma | 
ts ena “ns see rn 
cy agaeet co Sea dae Gon Sobre Rosette 
‘siedese tot vated t-Vads Gate E*astnve os veyedty 26 sentinrones” « 
of. £8 dd eM yadt doddweatitov qafito wl eo! si teop iedy 
MS cakes Teh anoipedgastoetads ahiow ove: osstogrosnt ~ 
,enbidd linens fed bey APT jenqodeveb ind ie aniped ‘oefs SH: 
ae -eyashdde Wolly ot settee actsaeeal a citerierkit pabew 
=palnddt UietsS2Ih doused GY Hedade ed aso “tosigq. 
eltats tek eqade aavad aqysshers pibssety 0 ott’ =~ 
Canbauht dages22 8 seuhorges ot! Graabelity eters oe oanig @& ati 
25 @snye ws Savp Bato feutupe aay dope -g2qphes2 .eeraghe 
M Jai sgh * ven" + iott” Bean ad eetke oreo ne utd, 
Mt seaelie “AA” fasth" kw hegaavents nade exe ebeudw eaade J 
an gotuste ease ony ol Bbruros alt aeege cele esnshete 
-paigiite 8" arfiiee a ei Renee vositd petkipae | 
| -enolz lene pabkesqe 


. 


ceaaeahiariaanineimanemmenniants ; 
i tio 

ebteg- yt abtonsid: yo eiteeads wets © : 

* 


ORL ot eaten ' 
hee i 
OBE 62 «fibre ¢ 


79 
transition exercises, Professor Parks asks students to 


sustain longer phrases and sentences in sung and spoken 
pitches.?° 

When they are able to sustain longer phrases in a 
Single pitch, both in sung and spoken sequences, students 
attempt to introduce variety of pitch, into the phrases, even 
though the overall pitch placement may be extremely high or 
low. +6 

Professor Parks emphasizes the use of varied pitch 
because he maintains that students tend frequently to raise 
their overall pitch level and reduce variety in pitch when 
they are asked to "project" their voices on stage. The use 
Otepiltchevyariacaons in higher voice levels, particularily, is 
therefore a useful preparation for "projected" voice use on 
stage. 

While students are using higher pitch levels, 
Professor Parks sometimes loosens their neck muscles by 
massaging them with his fingers, to ensure that students are 
not tensing the throat to produce these sounds. This limited 
kind of manipulation as the only use of “muscle Sense™ by 
Professor Parks for pitch exercises. 

Professor Parks develops "Sliding" pitch with an 


exercise in which students "swoop" from their lowest pitches 


to their highest on a single word, such as "WOO.  Tois 


l5See Appendix P, Exercise 5, p. 181. 


l6see Appendix Pp, Exercise J7 ipa Lea. 
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80 
exercise is almost identical with Dr. Machlin's exercise for 
sliding pitch, though Professor Parks does not use the wide 
variety:'of vowel sounds contained in Dr. Machlin's exercise.!7 

For more advanced students, Professor Parks uses a 
more elaborate type of singing-speaking transition exercise, 
which he calls an "Opera" exercise.!®8 students Sing alternate 
lines of a learned speech to each other, improvising the 
melody, and simultaneously perform the actions of a simple 
scene, such as laying a breakfast table or boarding a bus. 
After singing the lines, they repeat the scene in spoken 
dialogue, trying to maintain the wide variations in pitch 
which they used in the sung version. 

This exercise is particularly imaginative and 
effective because it links both sung and spoken pitches with 
a simple form of improvised acting. 

Advanced students work with a variety of dramatic 


material to explore the use of different pitch intonations. 


Miss Rowena Balos emphasizes "emotion" in many of 
her exercises to develop pitch range. Some of her basic 
exercises, however, resemble those used by Dr. Machlin and 


Professor Parks. 


As an initial exercise, she tells students to explore 


the placement of high and low sounds using only silent 


DiSeeen oO peNG rx), ah MeLclSem0 ym basi Ge 


18sSee Appendix P, Exercise 9, p. 181. 
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breath.19 This exercise is advantangeous because students 
learn to adjust the organs of speech for high and low pitches 
without the danger of irritating the*vocal "cords, since the 
cords do not vibrate to create sound. 

When students match musical pitches on the piano, 
Miss Balos stresses the "emotional" quality suggested by 
higher or lower notes. She suggests, for instance, that 
students equate low notes with "laziness" or "malevolence" 
and higher notes with "excitement" or "fear", 20 

Similarly, when students sing isolated sounds, such 
as "Ha", with piano accompaniment, Miss Balos instructs them 
GOmyjOLnN¥the "sounds together =like“a* thought" and to “smile” 
while they are making the sounds. 21 

These exercises, then, are similar to those used by 
Dr. Machlin and Professor Parks insofar as students match 
musical notes on the piano, but the exercises also remind 
themstudentuol the ultimate purpose *of pitch use; to rerlect 
thoughts and emotional states. 

In exercises without a piano, Miss Balos sometimes 
temlsestudentse ito “tickle ™ her with’ a sound or to” get 
someone out of the room with a sound". This is an oblique 


method of asking the student to create sounds in different 


13 Se¢ Appendix Q, Exercise 1, Pp. 182. 


20see Appendix Q, Exercise 2, p. 182. 


21see Mppendaux QO, EXErcuse” 458 pw i323 
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82 
pitches and intensities.?2 The exercise helps to stimulate 
the actor's imagination and provides a less rigid form of 
exercise than the standard matching of musical pitches. 

In this type of exercise, Miss Balos stresses that 
students should not copy sounds which she makes, but should 
try to develop their own sounds. 

When students are making isolated sounds, such as 
Eber rOr@sAhweinehigh pitches, Miss Balos tells them to’ bend 
their bodies from the waist and shake their necks and torsos, 
to ensure that they are not uSing undue tension to create the 


sounds. 23 


This is the only evidence of the use of "muscle 
sensemeby MilsseBalos Sior pitch training. 

The aim of "Shaking out the body" in this exercise is 
the same as Professor Parks' manipulation of students to 
loosen their neck muscles during pitch exercises, to avoid 
unnecessary tension. As in other areas of Voice-training, 
Miss Balos prefers students to achieve muscular relaxation 
without providing direct help herself, through manipulation. 

To develop "sliding" pitch sounds, Miss Balos uses 
the same exercise as the other teachers. Students make 
continuous pitch "slides" from lower to higher pitches, and 
24 


vice verSa, using "EE" and "Ah" sounds. 


Miss Balos also includes exercises for pitch "builds" 


22See Appendix Q, Exercise 3, Pp. 184. 
23See Appendix Q, Exercise 6, p. 184. 


24c6e Appendix Q, Exercise 7, p.- 184. 
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83 
which are similar to those used by Dr. Machlin and Professor 
Parks. Students "answer" words or phrases which Miss Balos 
speaks in different pitches and "moods." For instance, Miss 
Balos says=therphrase)*"Will*® your" in™a variety of ™'mocds" 
and pitches,*to which the students reply "Yes!" or "No!" in 
an appropriate pitch. 25 Miss Balos tends to do this exercise 
in’a’selection of random pitches, rather than continuously 
rising or falling pitches. 

In a variation of this exercise, Miss Balos says the 
worden Hil ‘Coyther students¥ inva variety of "moods" and inten- 
Sities, to which the students give an appropriately-pitched 
response, using the same word . 26 

Advanced students use both prepared material and 
improvised scenes with strong "emotional" demands , to achieve 
amcontrolledmuse of *piteh™ for acting. 

Miss Stafford, like Miss Balos, favours the use of 
"emotion" in pitch exercises. 

She includes fewer exercises specifically’ for pitch 
than the other teachers because she introduces pitch use at 
an earlier stage, through the use of "moods" and "emotion" 
in breathing and resonance exercises.2/ 


Miss stafford explains that when students make the 


25sec Appendix Q, Exercise 8, p. 184. 
26See Appendix Q, Exercise 9, p. 184. 


21 See Appendix I, Exercises 6 and 8, and Appendix M, 
Exercise 7 and 8, pp. 157 and 172. 
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84 
"MMM" sound in resonance exercises, different "moods" such 
as ‘“Joy" or "Sadness" alter the pitch of the sound, as well 
as encouraging a "forward" placement of resonance. 

Although she uses the same "MMM" sound in some pitch 
exercises too, Miss Stafford suggests a wider variety of 
BMNOOgS e SUCH AaSeerear!, “Anger ss -Arrogances ands “Sarcasm, 
which call for more extreme changes in pitch than the 
resonance Bisa These exercises are effective for 
advanced students, to connect pitch use with "emotional" 
states for acting, but they do not encourage the use of as 
many gradations of pitch as, for instance, the singing-speaking 
transition exercises of Dr. Machlin and Professor Parks. 

Miss Stafford relies a great deal on work done in 
Singing classes to develop the student's ability to match 
musical pitches. she does, however, include occasional 
exercises in which she uses a piano to make students match 
random musical notes, or explore the middle ranges in their 
voices by singing notes that are close to the "middle" | 
pitches in their voices.29 

She also asks students to say strings of sounds like: 
eManyemen min, smon, Mune with derinice thoughts. OF 
"intentions" behind the sounds, so that the pitch intonation 


of the sounds alters according to the "intention" which the 


28See Appendix R, Exercise 3, p. 185. 


29See Appendix R, Exercise 1, p. 185. 
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student has in mind.39 fhis exercise, again, is very similar 
to some of her exercises for resonance. 

HOrepitch “builds, students repeat single words, 
such as "Yes" or "No" in progessively higher pitches, to 
reach the top of their range, or speak the word in progres- 
Sively lower pitches to reach the bottom of their range.3l 
Thesexercisevyis Similar to those used by the other ‘teachers 
for the same purpose. 

Although Miss Stafford's use of "emotion" is an 
effectivermethod of ‘linking pitch use with acting, partic— 
ularly for advanced students, her work in pitch development 
appeared to be less detailed and thorough than the other 


teachers. 


Summary 


Although the four teachers use some similar exercises 
for pitch development, Dr. Machlin and Professor Parks 
emphasize "listening" in their exercises, while Miss Balos 
and Miss Stafford favour "emotion" in their approaches. 

Dr. Machlin and Professor Parks use very similar 
exercises. Both teachers use pitch transcriptions, which 
help students to become aware, initially, of the use of pitch 
for vocal variety. An extended use of these exercises, 


however, would make students imitative and unoriginal, in my 


30See Appendix R, Exercise 4, Pp. 186. 


3lsee Appendix R, Exercise 5, Pp. 186. 
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86 
opinion. 


Dr. Machlin and Professor Parks also use similar 
singing-speaking transition exercises which provide a useful 
link between sung and spoken pitches and help to stretch the 
student's pitch range. 

Both teachers have the same exercise for developing 
eslidind spLtch waltnougi they use sdtiterent words, or 
sounds for the exercise. Dr. Machlin's use of "high" and 
lows) Dlaced vowels for “Sliding” pitch is a particularly 
comprehensive exercise because students learn to "slide" 
pitch on all the vowel sounds in spoken English. The other 
teachers use only one or two different vowel sounds for 
ExeELrcisesein -StlodindaspLech. 

Professor Parks' "Opera" exercise is an extremely 
useful variation’ of the singing-speaking transition exercises, 
because it involves a simple form of movement and acting as 
well as developing pitch range. 

Miss Balos and Miss Stafford both emphasize "emotion" 
in their pitch exercises, which is an effective method of 
showing students how pitch use can be incorporated into 
SGeLig 

Miss Balos links "moods" with the matching of musical 
pitches more thoroughly than Miss Stafford, by using a piano 
in many exercises. 

Miss Stafford, however, introduces pitch use earlier 


than the other teachers by incorporating "mood" pitch changes 
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into some of her resonance and breathing exercises. 

Miss Balos uses more "random" pitches and indirect 
suggestions to the students than the other teachers, to 
develop pitch variety. Her exercises are especially imag- 
inative and connect pitch use effectively with acting. 

Both Miss Balos and Miss Stafford use exercises for 
pitch "builds" which are similar to those of the other 
teachers. Miss Balos also includes the same exercise as 
Dre Machlinwand @Professor Parks "for *"sliding™ *pitch: 

Miss Balos and Professor Parks are the only teachers 
who use any form of "muscle sense" in pitch exercises. Their 
use of "muscle sense" is restricted to an additional relax- 
ation exercise, to help students to avoid neck tension while 
they are developing pitch range. Professor Parks uses direct 
manipulation to loosen the neck muscles, while Miss Balos 
tells students to "shake" out their necks and torsos to 


loosen the muscles. 
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CHAPTERVLI 
PROJECTION 


After students have developed their voices fully 
through exercises for relaxation, breath control, resonance 
and pitch range, Voice-teachers usually complete the training 
with exercises for voice "projection," so that the student 
Canjlearnsto adapti his voice, level. for audibility in different 
working spaces. 

Voice-teachers do not generally regard "projection" 
as a separate area of Voice-training, but prefer to think of 
it as the combined use of all the elements of Voice-training, 
discussed previously, to achieve full and carrying vocal 
sound. | 

Many Voice-teachers are reluctant to use the word 
"projection" because they maintain that it encourages students 
to "push" or "force" the voice to achieve greater volume. 

They believe that if the actor is relaxed and his use of 
breath control, resonance and pitch range is developed fully, 
voices, projection _ wills “take, care; ofuitsel fas 

Although there is some truth in this contention, most 
Voice-teachers nevertheless include additional exercises to 
help actors to project their voices in spaces of varying size. 

The four teachers in this study include similar 


exercises for projection in their teaching methods, but they 


88 


i ie 


ay, 
. mine | 
yiied en sted Boquioras wii jan oe 4 


snrmsunet »foeraoe: Asawie  rotdaxsise ont eotuvene ¢ 
parnisnd i g2aht (roo vifeuey osaiiseseoeudey cscs 38 
trata) sft meats fer " abiatotond” Sov tOR ape bonene ee 7 : 
soars 11 at wo iftaliun. 26% levat gutov ett) ogaae oa. ase ; 
Cantatore beers. VPiawasy tet oF wiadengt-eUicv ... “7 
ix sates pt vada 2n8 spnipiedasorey 1D oe eseiaqgee 5 BS 
toy “Se edhe ots ihe 2o sey beridpom omg. ne) 9s 
- 


2 2 ¥ 
a eg? ft ii 


Ceuse eniwuto, bes, Lia, svete oF .yiasebvesg. Soa 


‘i 
+ ihe a 
tron, aid att 4 Iepsankor #98 Siatmest+ lw, WHAM 
sinshivde shy.icooay si taf? misdeses yot? sevecad *anisos 
. ola tov sqeneny avoizine of ouitw Git) “eaeok” ao “tari” 


2e sep eid baer bexsiot et Chat ett AF sede evened 
lie? begatarsh es_-spies fosig pone a alae ,femaoe if 


" RMBBNLS att olet* hs sto . 
aéom ufc digas pitts: nt ores, tena ot arenes er . 


89 


differ considerably in the extent to which they use them. 

Dr. Machlin believes that actors should learn to 
adjust their speech energy according to the variable 
acoustics of the space in which they are working. 

She uses both different spaces and tape-recorders 
as aids for achieving good projection. 

Whenever possible, she works in areas varying from 
smalletheatres to large halls, to accustom students to using 
their voices in buildings with different acoustics. This is 
a useful method of showing students how to adjust their vocal 
energy according to the space in which they are working. 

In a large classroom, Dr. Machlin uses an exercise in 
which two actors face each other, a few feet apart, and 
gradually retreat backwards in opposite directions while 
speaking alternate lines of dialogue to each other. The aim 
of the exercise is for the actors to maintain the same degree 
of vocal carrying-power throughout the change of distance 
between them. 

Using a larger theatre, Dr. Machlin places half the 
students on the stage and the other half in the back row of 
the balcony. For practice material, the students use a poem 
or speech which they know by heart. 

An actor on stage starts with the first line, or 
sentence, speaking it to the actor opposite him in the 
Speco who replies with the second line. This procedure 
continues, with alternate lines from the stage and balcony, 


until all the students have spoken. Dr. Machlin asks students 
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to achieve projection with easy naturalness of mouth and 


breath action and to avoid shouting or straining. 

Students also present full speeches individually 
from the stage to other students sitting at the back of the 
theatre to test their use of projection and to discover 
whether they are using distracting mouth movements or 
gestures while they are performing. 

Dr. Machlin asks students to test their power of 
projection by recording a speech on a tape recorder with the 
microphone placed 10 feet away from them. They play back 
the recording to assess their achievement in projection and 
on successive repetitions they increase their distance from 
the microphone while trying to maintain the same volume and 
Claticyeore tne wliittidlerecorogng. 

Dr. Machlin's exercises for projection are more 
numerous than those used by other teachers and they are an 
effective method of making students aware of the need to 
adjust their voices to a variety of working spaces. 

Professor Parks does not like using the word "pro- 
jection" because he feels that the word suggests that the 
voice can be pushed or extended beyond the actor "like tossing 
a baseball." 

He“maintains that actors tend to strive for pure 
volume “if they are’ asked to "project" their voices and as a 
result they raise their general pitch level and lose vocal 
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of vocal tone, he will not achieve a believable extension of 
the voice on the stage. 

Professor Parks therefore encourages actors to 
increase vocal intensity on lower pitches, particularly, to 
achieve greater carrying-power. He tells students to give 
G@meatena ti ntensity letossounds, eratherethanareferringsto 
BOnOneSction!s 

Since actors frequently tend to reduce their breath 
energy on lower-pitched sounds, with a consequent loss in 
audibility, this is an aspect of projection which requires 
emphasis. 

While students are working on pitch and resonance 
exercises, Professor Parks reminds them constantly to 
preserve vocal variety, even if the overall pitch placement 
is high or falsetto. 

More advanced students work occasionally in larger 
spaces, such as halls and theatres, to make them aware of 
the vocal adjustments which they need to make to be heard 
in a larger area. Professor Parks does not do this as 


frequently as Dr. Machlin. 


Like Professor Parks, Miss Balos does not refer 
directly to "projection" in her teaching approach. She 
prefersttopask studentseto Wletigo andeshare theinivoices», 
because she believes that the term "projection" tempts 


students to force their voices in order to be heard. This 
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"pushing" or "forcing" of the voice negates the student's 
ability to produce the voice in a relaxed manner, says Miss 
Balos. 

Miss Balos believes that if students use resonance 
fully, vocal sound will carry without undue pressure. She 
says that the development of resonance is a gradual process 
and she therefore does not tell students to work specifically 
on volume or projection. 

Apart from telling students to "Share" their voices, 
Miss Balos sometimes tells students to imagine that they are 
addressing someone at a greater distance than usual, or that 
the space they are occupying is larger than it really is. 

She does not, however, make a point of trying to work in 
rooms of different sizes, or theatres, to test projection. 

Although Miss Balos' concern that students should not 
woush #theireavolcess ismquitetvaidd, eb dogsnot*thinkwthat ther 
approach helps the student to adjust his voice to different 


physical spaces. 


Miss Kathleen Stafford uses the word "focus" instead 
of "projection". She explains the term by saying that an 
ACEOLMSHOULas Learn tO. fOCcuS. 01S VOlCe, tO. CneauAaCk Oca 
theatre in the same way that an archer “focuses” on a target, 
rather than on his bow and arrow. This is a mental concept 
of "where the actor is trying to get his voice". 

Like Professor Parks, Miss Stafford feels that it is 


particularly important to stress the need for extra breath 
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when the actor uses the lower levels of his voice on stage. 

She maintains that if the student uses a strong and 
disciplined stream of breath to support his voice, he will 
NOE FeCVerreLo avlow,econversational vocals level whichewiuaw 
be inaudible in the theatre. 

Miss Stafford believes that students need a great 
deal of practice in projection before being exposed to 
performances. She says that if actors are not sufficiently 
used to projecting their voices without strain, the 
additional nervousness experienced in performance can easily 
cause the actor to use high pitches, with little vocal 
VabrletysObe. COLOUrILNnG |. 

Miss Stafford frequently uses alterations in space 
between herself and the students to encourage projection. 
She will, for instance, sit some distance behind the students, 
Caminecrontac.: Chem,sand tel.) thempetosnreachosher with 
sounds or words. 

In other exercises, Miss Stafford tells students to 
"focus" their voices towards a distant wall or "outside the 
aool.,. 

When the space is available, she uses a theatre and 
asks the more advanced students to deliver material either 
facianawsoulrstowards the ,auditorium,or “up-Stage 4, with) their 
backs to the audience. 

These exercises, which are similar to those used by 


Dr. Machlin, are a useful method of developing projected 
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speech in a variety of spaces, particularly for advanced 


students. 


Summary 

Apart from Dr. Machlin, the teachers in this study 
are reluctant to Use the word “projection”. 

Robert Parks prefers the word “intensity", Miss 
Balos tells students to "let go and share their voices", and 
Miss Stafford uses the term "focus". 

These teachers avoid using the word “projection” 
because they feel it encourages students to "push" or 
sLOLCe. stheir voices, rather than using strong breath contrc! 
and well-placed resonance to achieve good vocal carrying- 
power. 

Although there is certainly truth in this contention, 
directors frequently ask actors to "project" when they are 
working in the theatre and in my opinion there is some value 
in making the student become accustomed to the term, so that 
he can learn to adjust his vocal energy in a relaxed manner 
Witle he 1s still in ‘training. 

Apare irom thelr use, of ditierent, terminology). tne 
four teachers all use some alterations in space, either real 
or imaginary, to develop projection, though they do so to a 
markedly different degree. 

Dr. Machlin uses different spaces far more frequently 


than the other teachers. In my view, her argument that an 
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aCLORSNesccds tos learn to, adgust, nis, vocal energy: tomdi trerent 
physical spaces is extremely valid. Her use of tape recorders 
appears to be a limited method of testing projection because 
tape recordings can only reproduce sounds satisfactorily 
over comparatively short distances. 

Kathleen Stafford also works a great deal on 
projection both.by asking students to "focus" their voices 
during resonance and pitch exercises, and by using altera- 
tions. ofsspace:. 

Robert Parks uses fewer alterations of space for 
projection exercises and Miss Balos uses almost none at all. 
Although Professor Parks and Miss Balos work 

indirectly on projection, by encouraging students to use 
greater breath energy and full resonance, advanced students 
would benefit, in my opinion, from a greater use of different 
working spaces than these teachers provide in their teaching 


approaches. 
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CHAPTERD VBL 


SUMMARY AND CONCLUSION 


From the detailed examination of their teaching 
methods for Voice-development, it is apparent that the four 
teachers in this study vary in their teaching approaches 
aAGcceoucingscortneineuse of “listening”, “muscle sense” and 
Yemot lioness 

In spite of these different emphases, all four 
teachers use a considerable number of Similar, and even 
identical, exercises for Voice-training. 

In my view, none of the three types of teaching 
emphasis can be applied unreservedly to all areas of Voice- 
development, although each type of emphasis is useful at 
some stage in the training. In almost all Voice areas, a 
mixture of the different types of emphasis is advantageous, 
in my opinion, in order to provide a comprehensive and well- 
roundedstrainingemeAniexcepiiongtosethisgisgthestypeso£ 
manipulation used by Professor Parks which requires special 
training and cannot therefore be incorporated easily into 
other training methods. 

"Muscle sense" can be applied most fully in the 
area of body alignment and relaxation. Exercises for body 
alignment rely entirely on "muscle sense" and the other 
emphases do not apply in this area. "Muscle sense" is the 


predominant emphasis in relaxation exercises as well, but 


96 


ea PRU LOUD iy a 


pes Biante te colseniniees 
sont weds sand Ceadnee wi ib. sean iedtaresinatil 301 
eer thet alah: ak» J 
saee efoaun’ , “itinlasgeet* 3 se mete oF elt Iu 


wet tiv ~saétigp JneteeTiB, opels Io enhye at 
f ae 

inte 2¢ todiowh Liste tacts & eau > si OF 
—_ _ - ub 

me ops) ee | aa ov 172 vor. ocaRe ,fsois pe 


~ 


Lowen r 


-eantov. ts ER Le ee joao: Laks Lipa. novi aao°8 


$a;/4 0 ies: 22> Fis Pa i’ n 7? iga“e Hmycnts t Le — 


val 
eJstus [fs aoklw-ol ««. (ertasdiges2 ets mney if ay 


- 


on . is.inevid, 2s. azeaiqus toa eocys tie tattS ofa vo weusetat 
-. iw On -evcensies A s-ehivaug ov aban mi oinate ‘ 
says sds at qate ot aebhiqetss aA pag: 
{abode bepss tluiéle offaad topastos® yu ierea noizel 
niet ylisee bh2atgayoosRt e¢ oxoletagdt Sonne ian ‘Bm. 
Brenan | 

mie ot ett aaom betleye od ges “seerpe etoa 
¢eed not enolase Sobsansies one smomcuile 


rt 
_ 


oi), 


Plistening" and, "emotion" can also be used effectively in 
this area, to a lesser degree. 

The approaches of Miss Balos and Professor Parks 
supply the most effective and comprehensive exercises for 
body alignment. The two other teachers either use very few 
exercises for this purpose or depend on movement teachers to 
correct body alignment. 

Dr. Machlin relies entirely on work done in movement 
classes to correct body alignment. Miss Stafford includes 
only three spine-stretching exercises? in her method. 
Although Miss Stafford's exercises are useful for straight- 
ening the spinal column, they are not as complete as the 
exercises used by Miss Balos and Professor Parks, which also 
encourage good balance and deportment as well as exercising 
the spine. 

Professor Parks' series of exercises for spinal 
movement and general deportment are particularly effective 
and Miss Balos' srenehaeee are excellent for developing good 
Spinal alignment and bodily balance. 

The exercises of both these teachers could be 
combined to correct spinal alignment and to develop the 


student's sense of balance and posture, excluding Professor 


1 See Appendix E, Exercises for body alignment, 1 to 
3, p- 138. 


2 See Appendix C, Body alignment exercises 1] to 12, p.131l. 


3 See Appendix D, Body alignment exercises, 1 to 6, p.136. 
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Parks' use of manipulation for spinal alignment, which 
requires special training in the Alexander Technique. 

The type of manipulation used by Professor Parks is 
most applicable, in my opinion, to more severe spinal 
disorders, and his other exercises for body alignment, which 
do not require manipulation, can be incorporated easily into 
other Voice-training programs. 

Peciemarea Ol relaxation, Ds. Machin Sea netenitign 
exercises,“ to identify relaxed vocal quality, are a useful 
fipstestep, 1n my Opinion, to show the student the ultimate 
purpose of relaxation exercises. 

Most of the basic relaxation exercises used by all 
four teachers, involve the use of alternate tension and 
relaxation of the muscles throughout the body, with partic- 
ular attention to the neck, jaw and face muscles. 

Dr. Machlin's series of tension-and-release exer- 
cises> is more detailed and effective than those of the 
other teachers, because the exercises involve every part of 
the body, from head to toe. The other three teachers base 
their exercises on the same principle as Dr. Machlin, but 
they are more selective in their use of tension-and-release 


exercises and do not attempt to eliminate bodily tensions as 


4cee Appendix B, ListeningsExercises@| jand) 2, p. 123. 


* ses Appendix B, Body relaxation exercises 1 to 9, 
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methodically as Dr. Machlin. 

Dr. Machlin also includes different versions of her 
tension-and-release exercises, ° adapted to sitting and 
standing positions, which are convenient for teachers who 
have to work in a confined space. The exercises used by the 
other three teachers are all performed lying down. 

All four teachers use exercises to energize the body, 
and, ineMics otai ford’ Ss approach, to) stimulate mental 
activity as well. Ideally, energization exercises should 
Serve, COothweunctions, in my opinion: 

Dr. Machlin's series of energization exercises’ are 
more detailed and numerous than those of the other teachers 
and are the most effective method of shires ila ing the body 
after relaxation exercises. Dr. Machlin's exercises’do not, 
however, awaken the student's imagination or provide any 
(ankewicthe acting Chrough™= emotion": 

In addition to Dr. Machlin's energization exercises 
therefore, Miss Stafford's exercises containing "intentions" 
and thoughts” can be added usefully, to link the energiza- 
tion exercises with acting and to stimulate the student's 


imagination as well as energizing the body after relaxation. 


S see Appendix B, Sitting down relaxation exercises 
ito G7 pei26,pands Standing relaxationwexercises iV tous pela]. 


ee Appendix B, Transition exercises: LIto iG, =palvoe 


8 cee Appendix E, Energization exercises 1 to 5, p. 140 
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Miss Stafford's "Cat-and-mouse”" Ae” ced 


particularly helpful method of incorporating a simple type 
Orerole-playing: into, energization exercises. 

Although Professor Parks' relaxation exercises are 
particularly effective for releasing stubborn tensions, his 
extensive use of manipulation and massage in this area makes 
hi seappEoacmemore difficult to,incorporate, into other 
teaching methods. 

Two exercises used only by Miss Balos are especially 
EGEreceivestor relaxation. yin the: first aeons, SY the 
student lies on the floor while a second student holds the 
NeadwOret ness tucdent Iving downrand.«!rollst it tomandsiros co 
relieve neck tension. After an initial demonstration by the 
teacher, students can perform this exercise in pairs, without 
further help from the teacher. 

Miss Balos' exercise’? in which students recite 
speeches while hanging down from the waist is an excellent 
method of linking relaxation exercises with "open" and 
relaxed vocal quality, because the throat muscles can be 


relaxed more easily ina "hanging" than in an upright 


position. 


eoee AppendixsH, “Catvwand Mouse exercise, p.6140. 
O sce Appendix D, RelaxatLlonsexercises> . pel 34, 


Lecce Appendix D, Relaxation scxercises |4) gp. 135. 
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"Muscle sense", "listening" and "emotion" can thus 
all be used to advantage in relaxation exercises, although 
the strongest emphasis should be on "muscle sense", in my 
Opinion, as the primary objective of relaxation exercises is 
the removal of unnecessary bodily tensions. 

All three types of emphasis are useful for different 
SCO ComimoLeatil ConcLOr train. | 

Dre Machiein Ss initia ls tering. exercise?” isa 
helpful method of showing the beginning student the purpose 
and application of extended breath control. Dr. Machlin's 
more advanced "listening" exercises, in which students 
attempt to match the breathing patterns used by actors on 
recordings, are less useful, in my opinion, because they 
could make students imitative and unoriginal. 


The "muscle sense" exercises used by Professor Parks?? 


i are the most effective method of showing 


and Miss Balos 
students how the ribs and diaphragm move in extended 
breathing, because students can become aware of these bodily 
movements more eaSily through a sense of touch than through 
"listening". 


All four teachers use almost identical "panting", 


"counting" and "pacing" exercises to deveiop diaphragm 


{fee Appendix F; Listening exercise 2, p: 141. 
3 see Appendix G, exercises 1 to 5, p- 150. 


14 see Appendix H, exercises 1 to 3, p. 154. 
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movement and rib expansion and their exercises of this kind 
aregequally®*eftectiveseiObathisatypetofwexercise/eMissenalos' 
Single exercise’? which combines both diaphragm movement and 
rib expansion is superior to the other exercises because it 
combines two aspects of breath control in one exercise. 

Ingadditacnatoetpanting' yetcounting *fand |Ypacing? 
exercises, Professor Parks uses a considerable amount of 
manipulation to encourage free movement of the diaphragm 
and ijribs.» This type of manipulation, again, requires special 
training in the Alexander Technique and cannot be incorpo- 
rated readily into other teaching approaches. In my opinion, 
this type of manipulation is only necessary for students 
who have particular difficulty in responding to the standard 
breathing exercises. 

More advanced students would benefit greatly from 
Miss Stafford's exercises to sustain "moods" through numbers 
and Sentences. >, because these exercises both increase the 
use of breath energy and link the exercises for breath 
ECanerG mawithethe, suStalningsof a moecd sur oOmvacbings 

Dr. Machlin's exercises for sustaining breath over 
progressively ionger spoken units?’ are also useful for 


15 cee Appendise H,, exercdise.5 Pep. di55: 


See Appendix I, exercises 6 and 8, p. 1547. 


wltepeys Appendix F, "Breath exercises with strong 
inhalation followed by released exhalation inereaaing .., 
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advanced students, but they are not as effective as Miss 
Stafford's "mood" exercises because they do not include any 
use of "emotion" and therefore have less relevance to acting. 

The "fencing" exercise?® used by Professor Parks is 
a useful method of testing the actor's command of relaxed 
breath control while performing movement. This is a more 
Usctul exercise, sin my Opinion, tian Miss Balos | saghing 
breath" exercise’?, which helps to develop relaxed vocal 
quality, but does not challenge the actor's use of breath in 
an acting situation which calls for vigorous movement. 

Dr. Machlin's exercises for the stage Sereen > and 
for laughing and sobbing on cece” are a valuable addition 
to breath control exercises for actors. These exercises can 
be incorporated easily into Voice classes. Apart from Miss 
StaLford, who follows a procedure Similar to,Dr. Machin) for 
laughing and sobbing on etage ae the other teachers do not 
include exercises for these techniques in Voice classes. 

A mixture of "“listening’ and "muscle sense” is 
desirable, in my view, in exercises for developing resonance. 
re ys Appendix G, exercise 18, p. 153. 


See Appendix H,)exerCisem pape loo. 


Occe Appendix F, Exercises for developing the stage 
Scream, Cx€rCises@1*to 8, p. “146. 


I cee Appendix F, Exercises for laughing and sobbing, 
1 to 8, p. 148. 


2 See Appendix I, Exercises for laughing and weeping, 
land’ 2, preT5ez 
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"Emotion" can be incorporated, to a lesser degree, into 
advanced exercises in this area. 


DreteMachlintis@lvstenrng™ exercises“? 


help the 
beginning student, once again, to recognize resonant quality 
in other voices, and are also useful as periodic checks to 
assess the development of resonance in the student's own 
voice. 

Since resonance is "felt" as well as "heard", the 
initial exercises of Professor Parks-" and Miss Balosse ane 
which students feel resonant vibrations kinesthetically are 
equally valid and useful and can be used in combination with 
"listening" exercises. 

Of the exercises used by Professor Parks and Miss 
Balos to identify resonant vibrations, Miss Balos' exercise 
combining humming sounds with head movement “© LS particularly 
effective, because it enables students to feel the vibra- 
tions moving from one resonance "centre" to another. 

Professor Parks' exercises for identifying resonance 
are slightly less effective because the resonance "centres" 
are "felt" separately by the student and are not inter- 
connected in a single exercise. 


bcee Appendix J, Listening exercises 1 and 2, p. 160. 


Se Gee Appendix K, exercises 1 to 3, p. 165. 
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Dr. Machlin's method of developing resonance through 
Singing-speaking transition exercises~/ is exceptionally 
effective because students learn to bring the fullness of 
Singing tone into their speaking voices. These exercises 
focus mostly on "listening". 

Professor Parks uses similar singing-speaking 
transition antawengee but he also adds ssasreethaers- which 
emphasize "muscle sense" so that students both "feel" and 
"hear" resonance. His use of both singing-speaking transi- 
tions as well as "muscle sense" exercises is the best 
approach to achieving full resonance, in my opinion. 

Miss Balos and Miss Stafford omit singing-speaking 
exercises from their approaches, which, in my view, makes 
their training in this area less complete than that of Dr. 
Machlin of Professor Parks. 

However, Miss Balos' exercises~° for lip; tongue and 
jaw movement, to increase oral resonance, are more detailed 
and effective than those of the other teachers and can be 


incorporated easily in other teaching methods. 


See Appendix J, "Singing-speaking transitions", 
Exercises AMeton4/ep. -"162:. 
B sce Appendix K, exercises 7 and 13, p- 166-167. 


Bacee Appendix K, exercises 4 and 6, p.- 165-166. 
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All four teachers use the same suena OG 


activating the soft palate, for nasal resonance, and the 
exercises are equally effective. 

For advanced students, Professor Parks' singing- 
speaking exercise“, in which students alternately sing and 
speak lines of learned dramatic material, is an excellent 
method of extending resonance exercises into a simple form 
of acted scene. 

Miss Stafford's resonance exercises employing 
"moods"? are extremely helpful, both for bringing resonance 
"forward" into the face "mask" and for linking resonance 
exercises with acting. However, Since these exercises are 
aimed primarily at achieving projection and because they may 
lead to "forcing" resonance, they should not be attempted 
until students have developed resonance through more relaxed 
resonance exercises, such as the singing-speaking transitions 
referred to above. 

In the area of pitch range, "listening" is helpful 
for’ beginning students, in my opinion, and “emotion” is 
useful for more advanced students. 


The singing-speaking transition exercises used by 


1 cee Appendix J, exercise 1; Appendix K, exercise 
12; Appendix L, exercise 3 and Appendix M, exercise 4. 


32 S66 Appendix K, exercise 13, p. 167. 


See Appendix M, exercises 7 and 8, p. 172. 
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Dr. Machlin and Professor Parks are an outstanding method of 
developing a wide range of pitch in the speaking voice because 
they encourage students to explore the use of a great variety 
of musical pitches which they do not normally use in their 
speaking voices. 

Dr. Machlin's singing-speaking transition exercises?’*, 
using a piano, are slightly more varied than those used by 
Professor Parks>>, but both approaches provide a good method 
of stretching pitch range in the speaking voice. 

The exercises used by these two teachers are partic- 
ularly useful for beginning students, because the students 
can develop pitch range in a controlled manner by matching 
musical pitches, rather than reacting to "emotional" 
suggestions, which could lead to an uncontrolled and even 
harmful use of the voice. 

Miss Bade oh approach, using "moods">° and random 
pitches?’, is an excellent method of enabling more advanced 
students to connect pitch use with acting, once they have 
developed a wide range of pitch through more "mechanical" 
pitch exercises. 


Apart from her pitch exercise using silent 


cee Appendix O, exercises'5 and 6, p- 177. 
>see Appendix P, exercises 3 and 5, p. 180. 
3 cee Appendix Q, exercise 2;>pse183. 


T se6 Appendix Q, exercises 3 and 9, p. 183. 
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38 : : F 
breathy {eMiss*balos"Wexercisesware note suitableltfor 


beginning students, in my opinion, because they do not 
encourage such a wide use of pltchvas those* or Drs Machian 
and Professor Parks. 

Miss Stafford's method of developing pitch is less 
detailed and effective than those of the other teachers. 

Her pitch exercises are incorporated largely into breathing 
and resonance exercises and very few of her pitch exercises 
can be used in isolation from her total method. 

Dr. Machlin, Professor Parks and Miss Balos all use 
very Similar and equally effective exercises for "sliding" 
prechrande pitch Ebuvlidst. 

For advanced students, Professor Parks' "Opera" 
exercise” is an outstanding method of linking pitch use 
with acting because it involves the "acting" of a simple 
scene rather than merely reading from material. He is the 
only one of the four teachers who uses this type of exercise. 

None of the four teachers use very many exercises 
for developing projection. 

Of the four approaches, Dr. Machlin's exercises’? 
are the most effective, in my opinion, because students work 


in pairs, at varying distances, to become aware of their 


B cee Appendix Q, exercise 1, p. 183. 


? See Appendix P, "Opera exercise," p. 181. 


so sed Dr. Machlin's exercises in Chapter 6, p. 89-90. 
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abalibyetog' reach" ranother jvecally, rathernjthantrelying son 
thegteacher@to tactias aalmonttongifor goodaprojection. @iThe 
other teachers do not use this method of working in pairs 
Foneprojcetion: 

Dr. Machlin also uses a greater variety of physical 
spaces than other teachers to help the student to adjust his 
vocal energies to different working spaces, which is 
necessary for an actor. 

Miss Stafford uses a variety of physical spaces for 
projection exercises, but students work alone on single 
speeches for projection, rather than speaking to each other, 
which is closer to an acting situation and therefore more 
valuable, in my view. 

Professor Parks and Miss Balos do not use specific 
exercises for projection. 

Professor. Parks' instruction to students to use 
greater intensity on low-pitched sounds is a helpful aid in 
achieving projection. 

However, the work of Professor Parks and Miss Balos 
inethissaread doesenot help,actors!toradjust »stheinrvocal 
energies to different working spaces and their approaches 
are less complete and effective in that respect than those 
Ofebr. MachtangandiMiss®Staftord: 

From an overall point of view, Dr. Machlin's 
teaching approach is especially methodical and thorough. In 


every area of Voice-training she develops a gradual 
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progression® from’ initial®"listening"Sexercises® to’work*or 
increasing difficulty and complexity. Because of the clarity 
with which she demonstrates these progressions, other 
teachers can readily adopt and follow her method. 

Dr. Machlin's consistent use of tape-recordings is a 
helpful method of judging progress, by listening to earlier 
and later recordings of the students' voices. To make these 
vocalmtests more reliable, Dr. Machlin is careful to record 
voices under exactly similar conditions each time. On the 
evidence of sample tape-recordings which I heard, many 
students appeared to make remarkable progress, particularly 
in the development of resonance and pitch range. 

Because of the lack of tape-recordings in other 
teaching methods, I was®unable to judge whether studénts*had 
made similar progress in these programs. However, advanced 
students appeared to have reached a similar level in Voice- 
development in the other schools. 

In practice, the analytical nature of Dr. Machlin's 
approach sometimes leads to a fragmented and isolated 
treatment of Voice areas, rather than the more integrated 
approach of methods which emphasize "muscle sense" and 
"emotion". 

In my opinion, teachers such as Miss Balos and Miss 
Stafford make a much clearer link with acting through the 
use of "emotion", which is valuable, particularly for 


advanced students. 


‘comts -ovthe oT cmeokov ‘sanekate ete lo -wentbroves setel bas 
cqutns o) blewes et mift>et 20° ,ekusbies Som €2easeDaner”” ” 
eit oD: seek? ree seesaw sedaily denice Gas ae 

(aon _babed, D sence pprieicsee~e gy elgnea to somabhve _ 
vicoteot iy yadeapbeg Sintyonnsal oded OF Getesgge eonemete : 
egies Antik tae acaenaet Do Theealevsh o62)ak |” 
votieo ph epatberiget—ocks 16 tent’ ode) to cansoed- oti 2 
bud greeters tablade Spt of sidan ape 4 ,shediast pridoset 
beunevse .taewied (ema pues oak ssozgony Talimte ata: |) 
-sofev if toys Seite Devices wens aor Seasoaye! aamehnie 
ee eee ee roomgaLeva 
2'nbidooM. 40 Fo eaten Iestaglece alt jeateoeny oe ~ oh 
eo wei ged ae cael sostoonen ana 


aL 


To counteract the tendency for students to "listen 
to themselves", Miss Balos conducts her classes with great 
speed and energy, which lessens the likelihood that students 
will "analyse" or "over-listen" to what they are doing. 

A great deal of her teaching approach can be in- 
corporated into other teaching methods, as I have indicated 
above, and her exercises are especially useful for advanced 
students. 

Because her training program is shorter than that of 
the other teachers, Miss Stafford allows the different Voice 
areas to overlap more than the other teachers. For this 
reason, it is more difficult to use many of her exercises in 
isolation from her total teaching approach. 

Her strong emphasis on projection at an early stage 
is also undesirable, in my opinion, in longer teaching 
programs where students can achieve projection in a more 
gradual and relaxed manner. 

A number of her exercises nevertheless provide 
especially imaginative bridges with acting, as I have 
indicated, and these exercises can be incorporated into 
other teaching methods advantageously. 

Although much of Professor Parks' approach cannot be 
used in other teaching approaches without special training 
in the Alexander Technique, his method is sufficiently 
flexible to include many useful exercises, particularly for 


relaxation, resonance and pitch, which can easily be adopted 
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by other teachers. 

His approach is especially advantageous for students 
who are slow in responding to standard exercises. 

His method is also helpful in preparing actors to 
use their voices in a relaxed manner while performing 
strenuous movement on stage, as he includes more vigorous 
exercises than other teachers. 

The approaches of the four teachers in this study 
indicate an increasing trend towards the use of "muscle 
sense" rather than "listening" in most Voice areas. 

Three of the four teachers concentrate heavily on 
"muscle sense" for relaxation, breath control and resonance. 
Even Dr. Machlin, who favours "listening" more than the 
other teachers, uses "muscle sense" extensively for relaxa- 
tion and breath control. This trend does not, however, 
diminish the need for "listening" at specific points in 
Voice-training, notably for pitch development. 

Most teachers also appear to favour a closer 
correlation between Voice-training and acting, through the 
usesohe thoughthy “emotion” and "intentions" in ‘exen@ises. 

In my opinion, it is important and valuable to make 
this connection wherever possible, in order to integrate 


Voice-training successfully with the broader acting program. 
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Conclusion 
In®conclusion, then, all four teachers in this study 


approach Voice-training with the same goals, namely to 


achieve: 
Inee AsaroVaxedevyoice® producedtbywan instrument trees os 
tension. 
2. A voice well-supported by breath control. 
3. A resonant voice with carrying-power. 
45 A Voltce with a high range of variety in piteh and 
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5. A voice which is’ adaptable to different acting 
spaces. 


All four teachers pursue these objectives and the 
difiterences in their approaches ultimately refer to person-— 
ality rather than method. The different emphases lead to 
strengths and weaknesses in different areas of Voice-training. 

Dr. Machlin's personal emphasis results in an extremely 
methodical and thorough approach which enables her to evaluate 
students at all stages of Voice-training through “listening”. 
However, her method does not provide such a clear link with 
acting as those of Miss Stafford and Miss Balos, through the 
use of "emotion". 

Robert Parks' approach is particularly advantageous 
for students who are slow in responding to standard Voice 
exercises because he is able to help the student directly 
through manipulation and massage. is emphasis on vigorous 
exercises also helps the student to adjust his vocal use to 


strenuous movement on stage. His approach, however, tends to 
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make students depend heavily on direct physical guidance 
from the teacher. | 

Miss Balos' approach tends to make students more self- 
reliant, as she does not apply direct manipulation to the 
students at any stage of the training. This is advantageous 
to the student because he is able to continue his development 
on his own after he has completed his training. Miss Balos' 
use of "emotion" also helps to link Voice-training with 
acving’. 

Miss? Seabllord "Sseserong  usewOr emotion Inmealleareas 
of Voice-training is advantageous because Voice exercises are 
linked Constant yewitn acting, but hensoverall approachiis 
more suitable for condensed training programs, where good 
projection has to be achieved rapidly. This leads to an 
overlapping of the Voice areas during the training and her 
exercises consequently cannot be used as easily in isolation 
from her total approach as those of the other teachers. 

Peers wunrealisure COnatechipteto salbiivematea dual 
tative judgment: all four methods are effective in their 
own way according to the teachers who employ them. The 
Similarities in their methods are overwhelmingly more 
manifest than the differences, which seems to imply that the 
basic Voice-training technique is well-established in the 


practice of the four teachers whom I have investigated. 
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APPENDIX A 


THE "ALEXANDER TECHNIQUE"? 


ThesAlexandern Technique is snot, strictly speaking, a 
method..of Voice-training but rather a system of physical 
re-education and body alignment which has some application 
tOBVOTCe— training spacticularlyeinether acLeassot wrelaxatilon, 
body alignment and breath control. 

Frederick Matthias Alexander, formulator of the 
technique, was born in Australia in 1869. During the early 
part of his career, he gave recitals from Shakespeare and 
worked as an actor. He started to develop his system of 
physical re-education because of voice problems which he 
experienced while feptng performances. 

Alexander found that his voice would fail frequently 
half-way through a recital. This tendency persisted in spite 
of medical treatment. He began a long period of self- 
SObsen.aelon pw UuSingaminronrs, sto see 1f he coulduisolate the 
cause of his loss of voice. 

He found that whenever he started to speak, or 


perform almost any action, he had an involuntary tendency to 


tthe information in this appendix is taken from two 
books: Edward Maisel, ed., The Resurrection of the Body: The 
Writings of F. Matthias Alexander (New York: Dell Publishing 
Coe) Ines 91969), and Fe Matthias Alexander, Man's Supreme 
Inheritance (2d. ed.; London: Methuen and Co. Ltd., 19 1NS ose 
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pull his head backwards and downwards and that this uncon- 
scious reflex action was leading to throat tension and 
hoarseness. 

To prevent this, he decided, it was necessary to 
eControleconsciousivaal lahis sactionssto tanhibit” these gin— 
necessary and habitual reflexes and it is on this principle 
that most of his work is based. Although he used this con- 
scious control initially to achieve a satisfactory head-neck- 
torso relationship, he later extended the application of his 
system to the alignment of the whole body. 

Alexander used the word "inhibit" in this special 
sense of applying the conscious will to prevent the body from 
performing actions automatically, replacing these actions, 
instead, with more positive and economical habits. 

Alexander felt that students could not "unlearn" bad 
habits easily because their accustomed behaviour patterns 
felt “xight", while the new and more desirable habits felt 
alien and "wrong". This set up an understandable resistance 
to acquiring better habits. 

To counteract this, he told students of his technique 
to begin by simply refusing to do anything at all when called 
upon to perform any given activity. 

This does not mean that the student is asked to 
Geman nedeetaceeotupacsive.coliapce, but Chat shelcon. 
sciously refuses to obey his usual set of involuntary reflex 


actions to prepare for that act. 
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The student then allows the teacher to guide him 
through actions like sitting, standing and walking with the 
teacher encouraging the best head-neck-torso relationship 
throughout the process. 

To the extent that the student does not allow any of 
his old habits to intrude, he allows the teachers manual 
guidance to give him, repeatedly, a new sensory experience 
of these common acts. 

Finally the new, and better, alignment of the body 
during these movements begins to feel "right" and his older 
habits feel "wrong". Subtle habits of "readiness" for any 
action are gradually revealed and prevented. 

Relaxation, in Alexander's view, was not merely a 
matter of getting rid of tensions but of reorganizing ten- 
sions into a source of energy and satisfaction. This atti- 
tude clearly underlies the approach of several teachers in 
this study, whether or not they attribute it to Alexander. 

He also had decided views on breathing. He was 
Opposed to the traditional form of "deep breathing" exer— 
cises on the grounds that they encouraged faulty posture by 
pulling back the shoulders and thrusting the chest forward 
ancy because he telt that the unmotivated “snaftting”™ anvor 
air was of no practical value. He was more interested in 
developing an awareness of breathing as it supports movement 
and of movement as it reinforces breathing. 


This meant, in practice, that he encouraged the 
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elasticity of the ribs, so that adjustments in breathing 
could be made in response to the ever-changing demands of 
movement, without forcing or "sniffing". 

Alexander's written work is almost entirely theoret- 
ical and he does not give detailed descriptions of exercises 
imjanyespecihicyanea. gelhe jpractical pplication of his 
methods can only be learned by training at one of the schools 
which teaches his technique. One of these is the American 
Center for the Alexander Technique in New York and there are 
others in France, Italy, Denmark, Israel and South Africa. 

Alexander died in 1955. His influence in the field 
of Voice-training is only now beginning to be recognized and 
the use of his technique, in some form, seems to be used 


increasingly in North American drama schools. 
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APPENDIX B 
RELAXATION EXERCISES USED BY DR. MACHLIN 


The following list is a detailed description of the 
relaxation exercises used by Evangeline Machlin. 

For the sake of clarity, I have written the exercises 
in the form of direct orders. Although these are not Dr. 


Machlin's exact words, they are very close to them.+ 


Listening toy Relaxed Speech 


ieeutsten aco) thesrecord Of Jolin Browns Body s(Columbia 
OSL181). Compare the voices of Tyrone Power, 
Raymond Massey and Judith Anderson for relaxation 
combined with projection. 

Zeurstensinm the Live theatre’ to any actor or actress 
whose speech you admire. Note with how much relaxa- 


tion the speech is produced. 


Body Relaxation Exercises 


Exercises: 
Lying down: 
Tie Onethesflooreon*your*backy armsTat your sides. 


DPS Arms? etstretchethesright "arm sup win *the*air, rigid, 


1 ihe information in this appendix is taken from 
interviews with Dr. Machlin and observation of her classes, 


and from her @book?7 -"Speech #for sthesstage*. 
L2e 
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with the fist clenched. Hold this position momen- 

tarilyethen drop thefarm=heavily to the floor. “Let 

it lie loosely and limply. Repeat the exercise with 

the other arm. Rest for 30 seconds or more. 

legs: Stretch both®legststraight®out! and bendethe 

toes down sharply, arching the feet. Hold very 

brietly .PLet@go.S Rest. 

BUGCTOCKS: "Contract thebbuttockseasy tightly “as 

possible. Release them. Rest. 

Spine: SFlatten®the® spine *corithelé] comes Relaxrit. 

Rest. 

Showlders:@ Gilet tehe? shovldersitsorward, Of. the: floor. 

Drop them back again. Rest. 

Neck: Move the head from side to side without lift- 

ing it from the floor. Feel the neck muscles stretch. 

Rest. Move the chin down to the chest, lifting the 

head from the floor. Release it. Rest. 

Lace. 

(a) Close the eyes tightly. Open them and relax. 

(b) Open the eyes as wide as possible, wrinkling the 
brow. Relax them to a half-open position. 

(c) Frown and then release the frown. 

(da) With closed lips, smile as widely as possible. 
Release it. 

(e) Open the mouth as widely as possible. Inhale 


deeply. ‘Sigh and slowly yawn out the air. 


ay 
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Repeat, yawning more deeply and gently saying 


"Aaaaah" on the yawn. 


Rest period: Rest for several minutes after the 


above exercises to allow your muscles to become 


fully relaxed. Observe the rise and fall of your 


abdomen as the air enters and leaves your lungs. 


Getting up from relaxation: Rise very gradually from 


thestyinga@positzonpeinithestollowing order: 


(a) 


(b) 


(d) 


First draw up the right shoulder and hip and roll 
on to the left side. Move your knees towards 
your chin and curl your head down to meet them, 
keeping your head on the floor. 

Place the right hand, palm downwards on the floor 
and push with the right hand and left elbow until 
you are on your knees. Draw one knee up under 
you until the foot is on the floor. Do the same 
with the other knee and slowly raise the hips 
until the legs are straight, with the feet apart. 
Allow the trunk, head and arms to hang loosely 
from the waist. 

Slowly draw the trunk upward, pulling with the 
muscles of the lower back, straightening the spine 
joint by joint, feeling each vertebra coming to 
rest on the one below it. Come into the erect posi- 
tion with the head and arms still hanging loosely. 


Raise the head slowly like a weight which you set 
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on Cop of the *spinalecolumns  elhewarns fa kieinto 
their natural position at the sides of the body. 
The whole body should now feel straight and tall 
well-supported, relaxed and free. 
10. Energization: Energize the body by springing lightly 
on the feet, swinging the arms and moving the head 
easily. Feel the balance of this posture: the body 


is erect and the head is comfortably poised on top. 


Sitting-down.Relaxation Exercises 
Sit down with your back against the back of a 
Spraignercharr wrth yoursnands in®yoursLrape. 

Ll.) Arms: ®=Stretch them out*in front*one=by "ones Relax, 
as in the first group, dropping your hands in your 
fape sRESt. 

2. Legs: Stretch them out stiffly, toes pointed down, 
feet clenched. Relax, letting the feet rest on the 
floor. 

3. Buttocks: Clench them so that the body is lifted a 
Preclre@trom the’ seat of the=chairt” "Relax them: 
Rest < 

43 Shoulders? 9 Drép’your armsS™to your*Sides* Roundsthe 
shoulders, turning the hands inward. Relax, return- 
ing your hands to your lap. Rest. 

5. Neck: Hang the head. In this position, turn it to 


fettranderighnt. "Rest. 
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6. Face: With the head still hanging, do the facial 
exercises described in No. 7 of the lying down 
series. Finish with deep inhalations and yawns, 
allowing the head to swing upwards as the air is 
exhaled. 

7. Energization: Energize the body into an upright, 


supported sitting position. 


Standing Relaxation Exercises 
Stand erect with the feet apart. Wear low-heeled 


shoes, or none. 

Teo rns+ ) soLberch Cute ecaCchuarnato ChHearroOnlLe sina Lurn, 
with fists clenched. Drop the arm heavily to the 
Side. Rest. 

2. Feet: Clench the feet, arching them as much as 
possible. Release them. Rest. 

3. Knees: Lock the knees back sharply. Release them. 
Rest. 

4%. Buttocks:..Clenchethe buttocks. ij sReleasesthem. BRest. 

5. Shoulders: Round the shoulders, keeping the arms 
loose. Release them. Rest. 

6. Neck:. Hang the, head... Turn, it.to left.and xight, as 
above. Rest. 

7. Face: With the head hanging, do the facial exercises 
described in No. 7 of the lying down series. Yawn 
andmcigh;swaseinsNOmmosot theaciiLingsceries | Rest. 


8. Energization: Energize the body as in No. 10 of the 
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lying down series. 


Transition Exercises 


These exercises are used to prepare for the active 


work of speech and to induce deep relaxation in the shoul- 


ders and neck where residual tensions may linger. 


Stand with the feet apart for greater stability. 
Bobbing: Let the trunk and arms fall heavily from 
the waist, stretching loosely down with the fingers. 
Touch the floor if you can. Bob down and halfway up 
several times. Uncurl slowly into the erect posi- 
tion. Repeat, increasing your speed, bobbing easily 
up and down. 

Swaying: Stand with the trunk, head and arms hanging 
from the waist. Sway the trunk and arms freely and 
rhythmically from side to side. Raise the trunk to 
the erect position. 

Circling: Stand with the trunk and arms hanging. 
Begin by swaying from side to side as before. Build 
the swaying up to a vigorous swing that carries trunk 
and arms well out to each side. Complete with a 
strong swing, carrying the trunk and arms up, over 
ands aLOounae 1m acu lle Cincle. sOn tnemrebound, 
continue two or three more strong swings, the last 
of which pushes the trunk and arms up and over into 

a sweeping circle in the opposite direction. 


Arm swinging: Stand erect, arms loosely at the sides. 
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POUNCE ais eo ed ewe 2a me swinging the arms as 
follows, with the count. Lift the arms, swinging 
them forward and up to shoulder level, shoulder 

width apart. Bounce the arms, swinging them down, 
then out and up on the rebound, sideways to shoulder 
level. Circle the arms, swinging them down again, 
forward and up over the head, bringing them down to 
the sides ready for the count of 1 again. The 
exercise is continuous. 

Head rolling: Hold the body tall and easily erect. 
Hang the head heavily, chin on the chest. Slowly 
circle the head around, letting it fall on the shoul- 
ders, with chin pointing upward. This should be 

done lazily with mouth and eyes half-open. Reverse 
the direction. Keep the motion slow, smooth and 
Continuous. sAtter Initiatinguthe mMOovlon,, begins to 
inhale on the first half cf cach circle and exhale 
on the second half. Yawning can also be added. 
Prolonged yawning: Drop the head forward. Slowly 
swing it straight up and back, opening the mouth wide 
and drawing in breath through the mouth and nose. 
Droop it slowly forward again, breathing out all the 
air through the mouth. This usually induces a 
natural yawn. Enjoy it, letting the yawn stretch the 


back of wthe: throat andsthe glottis tully: 
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APPENDIX C 


RELAXATION EXERCISES USED BY ROBERT PARKS 


The 


following exercises are used by Robert Parks for 


relaxation and body alignment. The instructions are close 


to the words he desea 


Relaxation 
CL) ule 

(a) 

(b) 

(c) 

(d) 


(e) 


(g) 
(h) 


down on your back. 

Tense the shoulders. Release them. 

Clench the hands. Release them. 

Lift the head off the floor. Release it. 

Fill the chest with air. Release it on the “ah” 
sound. 

Raise the legs off the floor. Tense the calves 
and feet. Release the tension and replace the 
legs on the floor. 

Raise the arms above you. Tense them. Release 
them and replace them on the floor. 

Arch the back off the floor. “Release it. 

RaLsece tiers head andechoulaerSeoct snes GlLoor. 


Release and replace them on the floor. 


(2) Stand up slowly, retaining as much of the relaxed 


I the information in this appendix is derived from 
interviews with Robert Parks and from observation of his 


classes. 
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quality achieved on the floor as possible. 

Drop from the waist and undulate the spine. Return 
slowly to a standing position letting the shoulders 
Pa liwIntOmascel axeampose: 

Roll the head? in large circles to loosen the neck 


muscles. 


Energization 


(1) 


(2) 


(3) 


Before rising from lying position, give yourself 
positive suggestions about how alive and good you 
will feel when you stand up. 

Rise slowly, bounce lightly on the feet, move the 
arms in a swinging motion around the body. 

Run in place, while humming and moving the head 


easily. 


Body Alignment 


(1) 


(2) 


(3) 


(4) 


With arms spread, draw the legs over the head and 
rest the feet on the floor above your shoulders. 
Lying on your back, raise the legs straight up, 
supporting them with your hands on your hips. 

Place the hands above the shoulders and lift the 
Whole body off the floor ingan- arch, balancing son 
the hands and feet. 

Lie on the stomach. Reach back and grasp the ankles, 
curving the spine back. Hold the position and then 


relax. 
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Lying on the stomach: Place the hands in front of 
the shoulders and straighten the arms, curving the 
spine and the head back slowly. Return to a prone 
position. 

Lying on the stomach: Stretch the right leg across 
the left leg as far as possible, taking a breath as 
you do the stretch. Relax. Do the same with the 
other leg. 

Lying on the back, stretch across the body with the 
left arm towards the right arm. Relax. Do the same 
with the other arm. 

liyvingeon the back. Feellas much)of the spine onethe 
floor as possible. Waggle the legs and shoulders up 
and down while in this position. 

Sitting position, with legs extended on the floor: 
Reach for the toes with the hands. 

Kneeling position: Place the crown of the head on 
the floor and push downwards, stretching the muscles 
at the back of ‘the neck. 

Kneeling position: With hands on the floor and arms 
stretched, let the head hang loosely. Move the head 
from side to side like the pendulum of a clock. 
Raise the head and move it around in a circular 
motion, both clockwise and anti-clockwise. 

Standing: Bring the palms of the hands together as 


if for prayer. Stretch the arms back level with the 
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shoulders. Bring the palms together again. Stretch- 
ing the right leg backwards and bending the left 
knee, lower the body to the floor, placing the hands 
sigh Htretelore (ope \icelle (This is simalar to the position 
for starting a race). Swoop the head and spine 
upwards from the floor and return to the standing 
position, palms together. Repeat, using alternate 


knees for bending. 
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APPENDIX D 


RELAXATION EXERCISES USED BY ROWENA BALOS 


The following exercises are used by Miss Balos for 


body alignment and relaxation. The exercises are given in 


the formeofeorders and are close to the words she fea 


Relaxation 


(1) Lie down on the floor. Relax each part of the body 


PEOMesnead tOsLOOt. eeloink, Of = ClLOUCS EB OLrm Velvet... 


()muvonG@onethent Loon: 


(a) 


(e) 
(£) 
(g) 
(h) 


(3 Lew 


Tense the 


Tense the 


Tense the 


facial muscles. Relax them. 
neck muscles. Relax them. 


shoulders. Relax them. 


Press down with the spine towards the floor. 


Relax. 

Tense the 
Tense the 
Tense the 


Tense the 


arms, clench the fists. Relax. 
buttocks. Relax. 
legs. Relax. 


toes. Relax. 


someone else cup your neck in their hands and 


roll your head around to relieve neck tension. 


(4) Rise slowly, letting the shoulders drop into a good 


aL 


The information in this appendix is taken from 


interviews with Miss Balos and from observation of her 


classes. 
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me leaxecampositaon. 

(os) Sseandingsupss Dropetrom the mwaise. Hang there and 
bounce lightly. Bring the body slowly into a 
upright position. 

(6) Move the face muscles, isolating different muscles 
individually. Move the lips. Move the cheeks. 
Moves the forehead. 

(7) Widen the mouth "as if making a scream". 

Widen the mouth "as if making a laugh". 

(8) Massage the joint of the jaw with your fingers. 

(9) Clasp the hands and shake your arms, moving the jaw 
loosely with the impetus of the shake. 

(10) "Shimmy" (vibrate the muscles) between your shoulders. 

(11) Loosen the neck muscles by massaging them with your 
PIngeis. 

(12) Speak or count while you are performing strenuous 
exercises to check that you are not tensing the 
Enzoate area. 

(13) Roll your head in large circles to relieve neck 
tension. 

(14) Recite a monologue while hanging down from the waist. 
Feel the different and more relaxed voice quality 
when customary neck tension is released. 


(i5)eFind your “centre”. 


Energization 
(1) Shake out the shoulders. 
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Shake out the arms. 


Shake out the legs. 


Body Alignment Exercises 


(These exercises are used by the movement teacher, 


Mr. Kelley Holt, both in movement classes and in general 


Voice classes with Miss Balos). 


‘Lee 


Sitting crossed-legged on floor: Bend the head 
towards the knees in counts of eight. 

Swing the arms in a circular movement in front of the 
body and to the sides. 

Bend the arms over the head alternately and push 
down to the side, in counts of four. 

Hands on the knees, stretch the spine and neck back- 
wards on a count of six. This is a slow Se Rel slakeplef xebe 
the back until the head is reached. 

Lying on the back: 

Bring each knee up and draw it back with a small 
bounce off the floor. 

Bend both legs, with toes together and bring them 
towards the waist in a count of eight. 

With toes together, sway alternate leg out sideways 
on a one-two count. 

Take both legs right over the head until the toes 
Couch the floor: Raise one leg to a Hora eteecil posi- 


tion, then bring the other to join it. Lower the 


legs. 
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iets 
Reach down with the hands and grasp alternate knees, 
pulling the leg towards the waist on quick counts of 
eight (one pull per count). 
Kneel on the floor, then: ter «the whole trunk fada 
forward until the head is resting on the floor. The 
arms are rested back, beside the legs, the buttocks 
rest on the heels. Relax. 
Sitting on the heels, rise to a full kneeling posi- 
tion and bring one leg out to the flexed upright 
position at the side. Return it to kneeling posi- 
LON .-aeLO the same with other leg. 
Standing: 
Take four paces forward, bend and place the hands on 
the floor and bend up one leg behind. Rise ona 
count of four. Continue, bending alternate legs up 
behind as you bend down. 
Bend the knees, sweep the floor with the hands, open 
the arms as you return to standing position. 
Run backwards on the toes, arms hanging loosely, 
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APPENDIX E 
RELAXATION EXERCISES USED BY KATHLEEN STAFFORD 


Thesfollowing list is a‘detailed description of ‘the 
relaxation and body alignment exercises used by Miss Kathleen 
Stafford 

Thenwexererses@anre given, in the form of direct) orders 


and are close to the words used by Miss Stafford. 


Body Alignment 

(1) Bend at the waist. Reach forward with both arms and 
stretch as far as possible to straighten the spine. 
Return) tomanupragnt position: 

(2) Stand against a wall and flatten as much of the spine 
as possible against the wall. Return to a normal 
standing position and compare the spinal position 
with your normal posture. 

(3) Imagine a heavy weight around your neck which is 
pulling you towards the floor. Allow your head and 
shoulders to fall slowly and allow your spine to 
follow, slowlyruntil iyoufare thangang loosely virom the 
waustin ) Return vslowly ito lan supraght “position fealilow-— 


ing your shoulders to fall comfortably in place as 


tthe information in this appendix is taken from 
interviews with Miss Stafford and observation of her 
classes. 
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you raise your head. 


Relaxation 


(1) 


(2) 


Relax in any way that is comfortable for you on the 

floor-on your back, side or stomach. Clear your mind 

of any thoughts of previous or future activities 

during the day. 

Lie on your back. 

(a) Tense your face muscles. Relax. 

(b) Tense your neck muscles. Relax. 

(C)MLIEL=yOursshioulders orbecne floor, sRelax. 

(CUiRrcessmyoures spine; Ups frometicn.: OOn mm=helax. 

(e) Tense your arms. Relax. 

(f£) Press down on the floor with the palms of your 
Nang Sie Relax. 

(g) Tense your buttocks. Relax. 

(h) Tense your legs. Relax. 

(i) Tense your toes, curving them away from you. 


Relax. 


Rising from Relaxation 


(1) 


(2) 


(3) 


Do not push or strain when rising. Get up very 
gradually, using as little support from the arms as 
possible. 

Stand with a good posture and roll the shoulders 
forward and then backwards. 


Roll the head in large circles to loosen the neck 
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muscles, 


Energization 


(1) 


(2) 


(3) 


(4) 


Cat and 


another 


type of 


Tip-toe forwards, backwards and sideways making the 
pace light and energetic. 

Walk aimlessly. Imagine it is a gorgeous day. Show 
iiein your face.) Look aroundswith real upleasuresat 
your surroundings. 

Start walking and gradually increase the pace to an 
easy run. Slow down again. 

Walk "with a purpose". Imagine that you are at an 
aur porttandmare twying Ltotmindeoutethektimegot your 
PUighte 

Imagine you have heard a stone crash through a 
window. Hurry towards the sound to discover what 


has happened. 


Mouse Exercise - 
Lying in a relaxed position on the floor, choose 
student and imagine that you are a cat, or any other 


animal, and he is your “prey”. Hold eye focus and 


concentration with each other while maintaining a relaxed 


body position. Wait until your body, although relaxed, is 


also ready for action and then spring at your prey, who will 


attempt to avoid you. 
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APPEND IT Xa 


BREATH CONTROL EXERCISES USED BY DR. MACHLIN 


A detailed description of Dr. Machlin's exercises 


for breath* control is contained below. The instructions are 


as close as possible to her own words. 


Exercises 


No 


Listening for breath control 

Use the record 'Homage to Shakespeare' (Argo, mono, 
NF 4; stereo, ANF4). Listen to: Che) voices of 
Laurence Olivier, Michael Redgrave and Paul Scofield. 
Using a Shakespeare text, mark the places where you 
can hear the actors taking a breath. Judge if the 
breath was also taken silently between the places 
marked. Try to read the speeches at the same speed, 
breathing only at the places marked. 

On the same record, listen to the voices of Irene 
Worth and Edith Evans. Mark the text at the points 
where you can hear audible intake of breath. Notice 
that one actress inhales more audibly and frequently 
than the other. Observe that this is related to the 
emotional content of the material. 


ithe information in this appendix was derived from 


interviews with Dr. Machlin, from observation of her classes 


and from her book, "Speech for the Stage". 
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Listen to the recorded voices of five actors or 
actresses of your choice and rate them according to 


the degree of breath control they possess. 


Breath Exercises with Normal Inhalation 
and Gradual Exhalation 


Exercises 1 to 4 may be done standing, sitting or 


lying down. 


thse 


Breathe naturally. Observe the waistline rise and 
Sink. 

Deepen the breathing, inhaling through mouth and 
nose. Hold the breath a moment. Release it grad- 
ually, observing the action at the front and sides 
of the waist. 

Breathe in. Hold the breath, setting the waist 
muscles. Round the lips, release the waist muscles 
slowly and blow out the air in a silent whistle. 
Repeat exercise 3, making the breath last as long 
as possible without strain. 

Stand up and walk about during the following. The 
exercise is continuous. 

(a) Walk four long steps, inhaling all the time. 

(b) Walk four more steps, holding the breath. 

(c) Walk four more steps, exhaling all the time. 
Stand erect, one arm folded across your waist in 
front, the other across your back. Inhale, feeling 


the body expand so that it pushes on both your arms. 
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Slowly exhale. 

During all the above exercises, observe the natural 
recotieor the, thorax after inhalation, which is sutticient 
to send a stream of air upwards for several seconds. No 


conscious effort is needed to sustain it. 


Breath Exercises with Panting Exhalation 

i Olt ined mStcaightt Chair ppuprightmbutenel acca Pant 
rapidly with an open mouth but without inhaling. Do 
this in a rhythm of seven pants followed by an inha- 
lation. Observe the downward thrust of the diaphragm 
on the inhalation. 

2. Make three slow pants, followed by a pause and inha- 
pation 

3. Make strong single panting sounds, inhaling between 
each one like a dog. Observe how the lungs fill 
with air at each inhalation, expanding the trunk at 
and above the waist. 

4. Send@oute thetbreath in long, slow panting Nuh's- 
Inhale with a conscious downthrust of the diaphragm. 
Take @inwalmechrougheboth enoese wand mouth. | 

5. Blowtthe aimeoutsgentlysthrougheroundedtlipse@untill 
the lungs feel empty. Fill them by pulling down the 


diaphragm. 
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Breath Exercises with Strong Inhalation followed 


by Exhalation with Humming and Speaking 


1. Humming: 


(a) 


(b) 


tc) 


Hum the air out with lips closed, maintaining a 
steady "Mmmm" sound. Use a middle pitch. As 
the lungs empty, inhale strongly through nose 
and mouth using a more vigorous downstroke of 
the diaphragm than in the above exercises. 

Hum loudly and steadily, moving upward on the 
eight notes of the scale, starting on a low easy 
pitch. Sustain each pitch on one breath until 
iG pressure from the lungs is reduced so that 
they need to be refilled. Draw in breath with a 
vigorous downstroke of the diaphragm and resume 
humming. 

Hum up the scale as before, but substitute a 
Series of staccato "“M" sounds’ on cach pitch: 


M-m-m-m-m-m-m-m-m: Pause and inhale. 


2. Counting exercises: 


(a) 


(b) 


Count aloud slowly, sustaining the vowel sounds, 
up to 10. “Pause between each count to inhale. 
Pull down the diaphragm strongly for inhalations. 
Count in the following sequence, pauSing after 
each) group to inhale strongly: 

One! (Refill) 

One, Two! (Refill) 


One, Iwo, cnree! (Refill) 
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Continue to 10, inhaling only at the end of 


eache groups 


Breath Exercises with Strong Inhalation followed 
by released Exhalation in Reading 


1. Read single sentences of about 10 words, using full 
voice and inhaling before each line. 

2. Read a selection like Walt Whitman's "Leaves of 
Grass", inhaling after approximately every second 
line, as the sense allows. 

3. Read "Do Not Go Gentle Into That Good Night" by 
Dylan Thomas, inhaling strongly once or twice during 
each verse wherever the sense of the line permits a 
momentary pause. Do not attempt to continue on the 
same breath once you have felt failing air pressure 
in the lungs. 

4. Read poems such as "Meeting at Night" by Robert 
Browning and "They all Want to Play Hamlet" by Carl 


Sandburg, using progressively longer breath units. 


Breath Exercises with Released Exhalation 


followed by Contracted Exhalation 
1. Read the speech from Hamlet (III,iv,) beginning 


‘Tookshere’ Upon. thiseplctule,sanueon thlSe ear. 

and reason panders will". Divide it into long 
breath units, with lines 4 to 10 as one unit. Try 
to use both released exhalation on the shorter units 


and contracted exhalation to sustain the longer units. 
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2. Divide the following Shakspearean speeches into 
appropriate breath units, some short, some long. 
Read them aloud in full voice, using released and 


controlled exhalation as required. 
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Exercises for Developing the Stage Scream 

Listening 
i compare thesclimactic scream of. VAh, avengeance tl: 

(Hamlet, II, ii,) as recorded by the following 
artists: 
John Barrymore (Audio Rarities, 2280). 
Laurence Olivier (RCA Victor, LM 1924). 
John Gielgud (RCA Victor, LM 6007). 
Paul Scofield (Phonodisc, SRS232). 
Richard Burton (Columbia, DOL302). 


Rank them in order of theatrical effectiveness, 


according to your opinion. 
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These exercises should be started gently, adding 


more force gradually as you discover how to keep the throat 


relaxed while producing the sound. The ultimate object is to 


rely entirely on breath pressure to make the scream, without 


any tensing 


2. rae 


Ofm@ehe=throateonm Larynx. 


Single Scream 


(a) Inhale deeply, contract the abdomen and whisper 
Low, 

(b) Inhale again, contract the abdomen and say "Ho!" 
Feel the energy behind the tone coming from the 
forced-up air. 

(c) inhale deeply and vquickly. gsThen contractsthe 
abdomen sharply. At the same instant, say a 
loudestaccatow Hole 

(ad) Repeat, using two successive contractions, 
eCeving =iho7. nol” 

(e) Repeat, crying "Hooooc0ce!" Continue to pull in 
the abdomen and biow out the sound until the 
breath is gone. 

(Sf) Repeat, pushing out’ *Hol; Hil), Heyl. seach on 
one breath. 

(g) Repeat (f) as loudly as you can. Relax and yawn 
if you feel any strain in the throat. 

3. Screaming within a speech 


Mark up suitable Shakespearean speeches with diagonals 


before words which are suitable for screaming. 
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Inhale at the diagonals before screaming the rele- 
vant words. If necessary, snatch a breath in the 
middle with which to complete screaming out the rest 
of the sentence. 
4. The Climactic Scream 

Find examples of screams that occur at climaxes of 
dramatic action in plays. Practice the technique 
within the context of the scene in which the scream 


OCCURS. 


Exercises for Laughing and Sobbing on Stage 


Listening 
1. Listen to recordings of laughing and weeping, such 

as the following: 

Uproarious laughter: Mathilde Casadeus as Nicole in 

"Le Bourgeois Gentilhomme", La Comedie Francaise, 

(Period 1512) Side A, Band 3. 

Smothered Weeping: Peggy Ashcroft as Beatrice in 

uch Ado About Nothing", (London, 4362), IV; i. 

John Gielgud as Lear in "Ages of.Man" (Columbia, 

Oia GUN ey eV pee Laide. 

Richard Burton as Hamlet in "Hamlet" (Columbia, 

BOLO 2) yaed Lets. 

The panting exercises used here can be used to 
develop laughter or sobbing: 


2. Sitting down. Pant rhythmically and slowly, inhaling 


each pant. 
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Pant in groups of three, inhaling between each: 
Huh-huh-huh: Pause and inhale. 

Pant seven times quickly and inhale: Huh-huh-huh- 
huh-huh-huh-huh: Pause and inhale. 

Pant ini irregular’ rhythm, vocalizing» the pants, 
letting the pitch rise and fall. Hah-hah-hah------- 
hah-hah-hah-hah----- naaaadaa-——-— hah-hah. 

Pant in vocalized bursts like laughter. Accent some 
ofm@thel pants: by prolonging them@e= Vary the Dength of 
these accents. Vary, too, the number of the pants 
which follow each accent. Smile and laugh as soon 
as you feel the impulse to do so. 

Start the laughter with an appropriate comment: 

I never heard anything so funny in my life! 
Huh-huh-huh, huh-huh-huh! 

He Vooked=ridiculous !9 thun-huh-huhtiefetces 

Read a scene with other actors which builds to a 
climax of’ laughter. s(e.ge°the final scene ian "The 
Circle" by Somerset Maugham). 

Collect samples of laughter and sobbing called for 
in the text of plays and practice the technique 


within the context of the scene. 
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APPENDIX G 


BREATH CONTROL EXERCISES USED BY ROBERT PARKS 


The following list of exercises is used by Robert 


Parks for breath control. The exercises are given in the 


‘vepgu) (ona 


(1) 


(2) 


(3) 


(4) 


direct commands and are close to the words he WSSSISe 


Lie down on the floor. Breathe in and out, using 
minimal effort. Place your fingers at the point 
where the ribs meet to locate the diaphragm. Feel 
how this can be controlled consciously to expel air. 
Assume different bodily positions, such as kneeling, 
lying with your legs drawn up, lying on your stomach 
and standing with your torso hanging down from the 
waist. Feel the different quality of breathing that 
is possible in these different positions. 

Stand up and face a fellow student. Place your hands 
on each others ribs and feel the expansion of the 
ribs as they rise and fall. Make your ribs move 
easily and elastically. 

Face a fellow student and place your hands on each 
other's diaphragms. Feel the rise and fall in this 
area*asSebreath is taken sin and expelleds 


1 the information in this appendix was derived from 


interviews with Robert Parks and from observation of his 


classes. 
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ps. i 


(h) 


(5) 


ie) 


(8) 


(9) 


(10) 


(11) 


(12) 


ibep 


Face a fellow student and place your hands on each 
other's ribs. Match your breath cycle with the other 
student by breathing in as he breathes out. Set up 
a rhythmic cycle of inhalation and exhalation. 
Start walking and time your intake and expulsion of 
breath over a set number of paces. Gradually in- 
crease the number of paces over which you time the 
expulsion of air from the lungs. 

stand ups Breathenin, andiconntialoudg@iromeetonr.0 
as you expel your breath. Gradually increase the 
numbers which you are counting, until you are 
reaching up to 20, or more, on one breath. 

Stand comfortably and begin panting silently. Feel 
the movement of the diaphragm as it moves vigorously 
EOmSUDpOLtachis#actavitye 

Pant, making vocalized sounds such as "Huh", "Hi", 
and "Hey", activating the diaphragm vigorously to 
support these sounds. 

biesonsyourmback@and radsetyourslegsein the airgby 
supporting your buttocks with your arms. Move your 
legs nea, "bicyeiing @motion whadeRbreavhinggeasily 
and expelling the air on a humming sound. 

Run in place, maintaining a rhythmic intake and 
expulsion of breath. 

Kneel on the floor and bend the torso and arms 


forward until they are resting on the floor. 
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(14) 


(15) 


(16) 
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Breathe}in; @stretchingathesbeckeritbs) Sandmrelease 
the air vigorously on the sounds "Shhh", "Wooo", or 
sOhhhhh"< 

Lie on your back and raise your legs and arms off 
the floor, simultaneously taking in a swift breath. 
Hold the position for a moment and then release the 
air as you lie down again. 

Lie on your back. Reach down with both hands and 
grasp your right knee, pulling it towards you and 
inhaling rapidly. Hold the position for a moment. 
Release your leg and exhale as you return to a prone 
position. Repeat the action, uSing the left leg. 
Lie on your stomach, with your arms stretched in 
ErOncaon you. Stretch your left leg over your right 
leg, towards the floor, and take in a breath. 
Release your breath as you replace your leg on the 
floor. Repeat this action with the opposite leg. 
Lie on your back with your arms stretched parallel 
with your shoulders. Keeping your left arm on the 
floor, reach over with the right hand and touch your 
lett hand, taking in a quick breathias yousmove. 
Release your breath as you replace your right arm on 
the floor. Repeat this with the opposite arm. 

Stand with legs apart. Bend from the waist. Inhale 
and slowly bring the torso upright while exhaling on 


open sounds like "Ho", “He” and “Ha”. 
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(18) With a partner, mime the actions of fencing while 
each of you speaks alternate lines of a piece of 
learned poetry. Keep a rhythmic supply of breath to 
Support the vocal tone easily while you are perform- 


ing the actions of fencing. 


APPENDIX H 
BREATH CONTROL EXERCISES USED BY ROWENA BALOS 


The following exercises are used by Miss Rowena Balos 
for breath control. The exercises are given in the form of 
direct commands and are close to the words which she uses.1! 

(1) Lie down on the floor. Feel the rhythmic rise and 
fall of your breath, like a heart-beat. Breathe 
easily, without using pressure from the outer 
abdominal muscles to expel your breath. 

(2) Place your fingers just below the meeting-point of 
the ribs. Feel the movement of the diaphragm as you 
breathe. Keep this movement free and elastic, with- 
Outpanyspulling or sforcing of syoursbreathyintakesand 
expulsion. 

(3) Alter your body position from standing to sitting, 
lying down, kneeling or bending over. Feel the 
movement of the diaphragm in these different posi- 
tions. 

(A) Standingsors sitting:..Closesoffsonecgnostrad with 
your fingers and draw in your breath as deeply as 
possible through the other nostril. If necessary 


hold out the open nostril with your other hand to 


1 ohe information in this appendix was derived from 
interviews with Miss Balos and from observation of her 


classes. 
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allow st hevain tOmpasseinetree!yemeroe Pathe molimmot 
the intercostal muscles as both the back and front 
ribs widen. Breathe out. Block off the opposite 

nostril with your fingers and repeat. 

(5) Stand up. Bend your arms and place them level with 
your shoulders, the hands touching at chest level. 
Pull your arms backwards with a quick jerking move- 
ment, while emitting rapid puffing breaths in time 
with your arms movements. Relax your arms and then 
repeats. 

(6) Stand with your feet apart. Bend your body from the 
waist and bounce your spine. Breathe easily, moving 
VOUReribsetreely assyou raise yourgbodysupright 
again. 

(7) Standing: Lift your arms up slowly from your sides 
to above your head, breathing in as you raise them. » 
Expel your breath slowly as you lower your arms 
again. 

(8) Standingvon sitting: )eBreathe, inBandtcount aloudg@as 
you exhale. Count to progressively higher numbers on 
one breathtasnmyour breathacontrolvincreasces. 

(9) Converse with a fellow student in a relaxed manner 
by allowing your voice to flow out as if you were 


sighing as you talk. Complete each sentence on one 


PSiceng  —lred til. 
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APPENDIX I 


BREATH CONTROL EXERCISES USED BY KATHLEEN STAFFORD 


The following exercises are used by Miss Kathleen 


stat ford@iorm@=breathscontrol.setTheysaremgiven anethestormeor 


direct commands and are close to the words she uses 


(1) 


(3) 


(5) 


Lie down on the floor. Place your fingers at the 
point where your ribs meet and feel the action of 
EheadtaphragmeeePruLie@yourtbreath out gaoghtlyeand 
feel the diaphragm move more vigorously. 

From a prone position, sit up, breathing in as you 
do so. Let your breath impel you to sit up. Lie 
down again, letting your breath go. 

Lie down with your arms stretched over your head. 
Breathe in as you raise your torso and touch your 
toes. Breathe out as you lie down again. 

Stand up. Place your fingers on your front ribs and 
youn, thumbsmoneyour back@uibs: @Breathe Dnvandeteel 
the expansion of both your back and front ribs. Let 
the Alreouct on aniis"Nsounde@Drivesal le enemevaeout 
with your diaphragm before allowing your ribs to 


collapse. 


Standing: Take a good breath. Within that breath, 


1ihe information in this appendix was derived from 


interviews with Miss Stafford and from observation of her 


classes. 
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(6) 


(7) 


(8) 


(9) 


dis) // 


take short panting breaths. Keep your ribs as fully 


expanded as possible. Feel your diaphragm moving to 


SUppOKt Ethiseactivity. 


Place one hand on your diaphragm, the other on your 
ribs. Breathe in silently for about two seconds with 
agspecific attitude in mind, such as sadness, arro— 
gance or pleasure. Expel the air on an "MMMM" sound, 
sustaining the intention until the sound is completed. 
DosnOte Gtubhessound§die away. piSce gehateyoureribs 

do not "collapse" instantly when you make the sound. 
Stand up. Bend from your waist. Breathe in and say 
the sounds "Meng-mah", "Ming-mah", "Mung-mah". Feel 
the amount of breath needed to make these sounds. 
Repeat these sounds in an upright position, checking 
to see that your ribs are fully expanded while you 
complete the sounds. 

Place your hands on your ribs and your diaphragm. 
Keep your ribs out and say: "One, two, three, four, 
five, six, seven". Instead of a string of numbers, 
think of a definite sentence with an intention behind 
tToelike 'feam gouncG Nome tomorrows... sl bys cnessame 
string of numbers with different moods in mind such 
aam sadn happye Ot sacommanding sae DOsNOtmlgnone 

the first number or drop your voice on the final 
number. Breathe in between each change of mood. 


Stand up. Roll your shoulders loosely, breathing 
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all the time. Feel the pull on your chest muscles 
aseyou ao thi'st 

Read a Shakespeare sonnet aloud. Breathe at the end 
of every line, irrespective of the sense. Let your 
breath support your tone through to the end of each 
line. 

Stretch your arms out level with your shoulders, 
then bend them so that your fingers touch at the 
back of your neck. Feel your ribs stretch out when 
your arms are in this position. Recite a poem, such 
as "Bad King John". First breathe between each line. 
When you can do this easily, sustain your breath 
over two, three and four lines at a time. Read the 


piece quietly, as well as with full tone. 


Exercise for Stage Laughter 


(1) 


(2) 


Begin by smiling with your eyes, to give you the 
correct impetus for laughter. Take in a small 
breath. Emit a series of short "Ha" sounds with a 
panting motion. Allow your abdominal muscles to move 
freely. Increase the rapidity of the "Ha" sounds 
until they begin to merge into the sound of natural 
laughter. Vary the intervals between breath intakes 
and elongate some "Ha" sounds. 

Exercise for Stage Weeping: 

Allow your face and ribs to narrow and your lips 


pout, to induce the correct physical impetus for 
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sobbing. Take in a breath and emit the breath in 
short "Oh" sounds, supported by quick movements of 
the diaphragm. Vary the amount of tonal sounds and 
Silent pants, rising to small crescendos of sound, 


until the sounds resemble realistic sobbing. 


APPENDIX J 
RESONANCE EXERCISES USED BY DR. MACHLIN 


The following exercises are used by Dr. Machlin to 
develop vocal resonance.+ 
They are given in the form of ‘direct’ orders and “are 


close to the words she uses. 


Listening Exercises 
ee DbUsCenectOesides2sorethe record GHomagestor chakespeare, 


(Argo, NF4, mono; ZNF4, stereo). Do not identify 
the readers beforehand, from the jacket or brochure. 
Decide whether the voices are those of actors or non- 
actors. Compare your decisions with the information 
provided with the record. Play the record again, 
listening for the difference in resonance between the 
actors and*non—-actors. 

2. Gisten to "the following records: "Othello" (Cofumbia, 
SEi5bS SR Agesto£ Mane (Columbia, *0OL5390 je lweltth 


Night" (Caedmon, SRS213;) Just-So Stories (Caedmon, 


TC1038;) "Poetry of Thomas Hardy" (Caedmon, TC1140;) 
and "Anta Album of Stars" (Decca, DL9002). After 


listening to the first five records, decide where 


tthe information in this appendix is derived from 
interviews with Dr. Machlin and observation of her classes, 
and from her book, "Speech for the Stage”. 
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the following actors are using maximum and minimum 
resonance; Paul Robeson, Jose Ferrer, John Gielgud, 
‘Paul Scofield, Boris’ Karloff and» Richard Burton. 

On the last record, listen to Helen Hayes, Florence 
Eldridge, Eva LeGallienne, Katharine Cornell, Julie 
Harr isyaEdith) EvansyandelTallulah Bankhead. Place 
them in order, according to the fullness of resonance 
in their voices. Justify your decision with refer- 


ence to specific passages. 


and Moving Exercises 

Swing the arms in the routine described in No. 4 of 
the transition exercise for relaxation... Do this to 
a count of three. Hum on one low note for the three 
counts. Repeat, humming the next note up the scale 
for the next three counts. Continue this for one 
octave up and one octave down the scale. 

Do the head-rolling exercise (Transition relaxation 
exercise No. 5,) singing the syllable "Mah" with 
each repetition. Move one note up the scale with 
another sung "Mah" each time the head-rolling is 
reversed in direction. 

Sing the sounds: "Mah," "Maw," MOIt yee MOO + Lame OW ia 
"My," "May," "Mee," while moving the upper body 
rhythmically in any of the following ways: 


(i) Circling the upper trunk and reversing direction. 


(ii) Single arm-swinging. 
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(iii) Head-turning, head lowering and raising, head 
dropping back and raising. 
(iv) Shoulders rounding and releasing. 
(v) Hands clasping and releasing. 
(vi) Arms bending and extending, Sideways, upward, 
forward and backward. 
(vii) Trunk bending sideways and straightening. 


(viii) Trunk twisting sideways and straightening. 


Extended Singing Exercise, with Breath Control 

(1) Using the "Ah" sound, in four-note groups, sing 
upward for seven groups on one breath, using the 
tonic sol-fa progression do-re-mi-do, re-mi-fa-re, 
mi-fa-so-mi, etc. A single "Ah" ends the upward 
progression. Take a breath and sing the same combi- 
nation downwards on one breath. Start in any low 
pilech= suitable, for your, voice. the fiest=sviltable 
of each group is accented lightly. 
Maintain a soft and clear tone and open the jaw, lips 
and throat well for free tone. The speed should be 


fast enough to give an easy, bouncing rhythm. 


Singing-speaking Transition Exercises 
(1) Sing the following syllables, using two breaths for 
thes Series; or: ones if possible: 
Mah maw mah / mah maw moh maw mah / mah maw moh moo 


moh maw mah / mah maw moh moo mee moo moh maw mah. 
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(2) 


(3) 


(4) 


Les 


In the tonic sol-fa system, the tune is : do-re-do / 


do-re-mi-re-do / do-re-mi-fa-mi-re-do / do-re-mi-fa- 


so-fa-mi-re-do, 


Repeat the series four times, moving the starting 
note up or down by one tone each time. Sing slowly 
with well-shaped mouth openings. 

Sing the series in exercise (a) to the following 
tune: 

Do-mi-do / do-mi-so-mi-do / do-mi-so-do-so-mi-do / 
do-mi-so-do-mi-do-so-mi-do. 

In the eight-tone octave, the intervals are the third, 
fifth and eighth tone of the octave and the third of 
the octave above. 

Repeat the series and tune in (b), substituting the 
"No' sound for the syllables given. Then sing the 
first group, using 'No' sounds and immediately repeat 
Ttein speech in a rising end @talling pitch pattern: 
as close to the sung melody as possible. Alternate 
singing and speaking the combination, making the 
speech tone as musical as possible. Repeat this 
with the second and third groups. 

Repeat all the above groups, substituting for the 
given sounds any one-syllable word which includes a 
nasal consonant and a vowel or dipthong, such as 
mye otnow," “ding*. etc. ising sand "speak the comb1= 


nations by turns with these words. When you feel 
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there is good resonance present, record and listen 


to both your singing and speaking tone. 


Exercises for the Soft Palate 


thes 


Raise and lower the soft palate repeatedly by saying 
the following combination of sounds: 

INGre coal aa NGlee All ee NGiee All 

Vary these sounds with the combinations: 

NG oe Olt pNG.. -aWre NG. men ss OW; MING sie VNC cur Ove 

Open your mouth widely as you say words like: 

Man, sand, time, ham, town, now, Dan, Sin, mine. 
Deliberately over-nazalize the vowel sounds by 
Opening your mouth as little as possible. Alternate 
between the fuller sounds, when your mouth is open, 
and the sharp, nasal sounds when your lips are 


narrowed, to appreciate the difference in resonance. 
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APPENDIX K 


RESONANCE EXERCISES USED BY ROBERT PARKS 


The following exercises are used by Robert Parks for 


developing resonance. The exercises are given in the form of 


direct orders and are close to the words he uses.t 


(1) 


(2) 


(4) 


Open your jaw and place your hand over your mouth. 
Hum easily, feeling the resonant vibrations in your 
mouth. 

Place your fingers on your nose and hum, feeling the 
strong vibrations of nasal resonance. 

Place your fingers on your chest, shoulders and back 
of your head and hum in different pitches. Feel the 
vibrations that are present in these areaS as you 
alter the main areas of resonance. 

Kneel down on all fours and drop your head forward. 
Hum, feeling the strong nasal and head vibrations in 
this position. Keep humming and raise. your head 
slowly until you are looking straight ahead. Open 
your mouth, forming the "Mah" sound, keeping the 
Vibrationsistrong lym forwardiminwehemitace. @eDrEop 
your head down again and raise it again, uSing 


different vowel sounds as you open your mouth each 


ithe information in this appendix is derived from 


interviews with Robert Parks and from observation of his 


classes. 
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time. Rise slowly to your feet, humming all the time 
and allowing your head to remain bent until you are 
fully upright. Raise the head and open the mouth in 
a series of vowel sounds again, maintaining the same 
strong vibrations in the face "mask" which you 
experienced while you were kneeling. 

Place a cork between your teeth and stretch your 
mouth open widely while making a variety of vowel 
sounds. Feel the open, relaxed quality in you 
throat. 

Place your fingers on your larynx and swallow. Feel 
the upward and downward movement as this occurs. 
Make full vowel sounds, checking that there is 
minimal upward or downward movement of the larynx, 
whichea@will sconstricteand stdistorcethes@sounds 

Work in four-note combinations with the piano, 
singing the sounds "Hum-mum" to each note. Make the 
sounds brightly and energetically. Sing these 
syllables in progressively higher combinations of 
four notes without strain. Repeat, substituting the 
WOGCMn HU Or SfOme sum mili. 

Work in pairs, facing a fellow student at some 
distance. Matching your pitch to random notes on 
the piano, using the sound "Hum-mah" and "send" that 
sound to the student opposite you with an "intention" 


behind it. 
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(9) Lie on your back. Start humming. Bend your legs to 
the right as you roll your head to the left. Repeat 
this action continuously with head and legs moving 
in opposite directions. 

(10) Lie on your stomach and hum. Bend your legs at the 
knees and move them from side to side, together. 
While you are doing this, raise your head and change 
the hum into a "Ah" sound. Replace your head on the 
floor and repeat. 

(11) From a prone position, keep humming continuously and 
Sit up. Open the sound into vowels such as "Ah" "Oh" 
and *4Ee". 

(12) Alternate between voiced "NG" sounds and vowel 
sounds, feeling the movement of the soft palate. 

(13) With a fellow student, sing alternate lines of a 
speech to an improvised tune and speak the lines 
immediately afterwards, trying to retain the fullness 
of resonance on vowel and nasal sounds that you 


achieved while singing. 
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APPENDIX L 
RESONANCE EXERCISES USED BY ROWENA BALOS 


The following exercises are used by Miss Balos to 
vocal resonance. The exercises are given in the 
direct orders and are close to the words she uses. 
Stand upright. Let your head drop back and start 
humming, feeling the strong vibrations in your 
throat and chest. Now move your head, so that you 
are looking directly forwards. Hum with your head 
in this position, feeling the strong vibrations of 
oral resonance in your mouth and on your teeth. 
Allow your head to fall fully forward, towards your 
chest and hum again in this position. Feel the 
vibrations strongly in the nose and cheeks. Move 
your head to and fro while humming, feeling the 
centres of resonance shifting according to your head 
position. 

Hum strongly, with the mental image of having a 
"hollow head" in which there is space for full 
vibrations. 

Move your soft palate by saying the combined sounds: 


Ithe information in this appendix is derived from 


interviews with Miss .Balos and observation of her classes. 
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Ng-Ah, Ng-ee, Ng-Oh, Ng-OO, Ng-Eh. 

With a mirror, watch your soft palate move down to 
open the nasal passage to resonate "Ng" and then 
move upward to close off the nasal passage for "Ah" 
and the other vowel sounds, which are resonated in 
the mouth. Do these combined sounds rapidly, to 
make the soft palate move flexibly. 

Exercise the tip of your tongue by making a rapid 
series of "L" sounds, followed by vowels, such as 
"La" "Lee" "Lo", etc. Move the back of your tongue 
by making a series of "Ga" and "Ka" sounds. Move 
the centre of the tongue by holding the Mid "E" 
sound. Check that the tongue does not rise too high 
to allow the passage of air over the top of it. 
Place your fingers on your larynx and move it to and 
fro loosely while you make open sounds such as "Ha," 
bHisy sand Het. lf yours tongues tendsstoppull sg back— 
wards while you are making these sounds, hold the 
tip Cf your: tongue witheyourgringers sand repeateuhese 
sounds. 

Massage the joint of your jaw with your fingers. 
Move your jaw easily up and down. 

Open your jaw widely "as if you were screaming 
silently". Now open your mouth widely as if you were 
laughing silently. 


Clea Spmyouls hands together and shake them vigorously. 
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Allow your jaw to move up and down loosely with the 
momentum of this shaking. 

(10) In a standing position, hang down from your waist 
and start humming. Raise your body slowly, feeling 
the strong vibrations in your face, and open your 
mouth on a variety of vowel sounds as you come 
upmighte 

(11) Using a piano, choose five-note combinations such as 
the sol-fa tonic "Do-re-mi-re-doh and hum the first 
two notes. On the last three notes, open your mouth 
to sing "Mah", "Me" or "Mo" sounds. Repeat these 
combinations in higher and lower pitches. 

(12) Move your lips vigorously on the sounds "Bri", "Bray" 
andmabrav.. Allow your lips) to stlutter loosely on 
thesip* sounds. Burr your lips together, like the 


soundyotpasmotor=-cycle. 
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APPENDIX M 
RESONANCE EXERCISES USED BY KATHLEEN STAFFORD 


The following exercises are used by Miss Kathleen 
Stafford to develop vocal resonance. The exercises are given 
in the form@oft direct orderstandvaretclosestoethe wordssshe 
uses.+ 

(1) Make a prolonged "MMMMM" sound. Place your fingers 
On your throat, nose and lips while you are making 
this sound and feel the vibrations of resonance. 

(2) Say the word "Dong" and feel the resonance move from 
the throat to the nasal passages, as the sound is 
completed. 

(3) Massage the joint of your jaw and move your jaw 
easily up and down. 

(4) Move your soft palate up and down by alternating the 
Sounds" NG“ vand@ "Ahn" SEMMagand SAnRU@andmeNN and: ZAh7. 
Let the sound move smoothly from "NG" to "Ah" without 
awclacking sound 2nethesqlottis: 

(5) Say the complete series of vowel and dipthong sounds, 
Shapingwyour lips®carefully *torPeach®differentmsound. 


Make sure that the tip of your tongue rests behind 


tthe information in this appendix is derived from 
interviews with Miss Stafford and from observation of her 
classes. 
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your lower teeth throughout the formation of these 
sounds, so that the fullest amount of resonation 
in the mouth is possible. 

(6) Say the sound "MMM", bringing the sound well forward 
into the face "mask". Do not compensate by moving 
your head and neck to initiate the sound, but use 
strong breath pressure to bring the sound forward. 

(7) Make the "MMMM" sound with a feeling of "Joy" 
"Command" or "Despair" behind it. Do not allow the 
sound to droop away but sustain the mood vigorously 
BeOnestanvacosfinish? 

(8) Say the series of sounds; "Mang-meng-ming-mong-mung", 
or "Nang-neng-ning-nong-nung" using the vowel and 
nasal sounds fully and with vigour. Now do the 
series of sounds with a definite intention behind 
them; “such asa" Diwil benotesee syou “tomorrow; “or 
"Will you please try to help me"? 

(J)ieimaginesthat you -arestrying™teedivectythe =MMM® 
sound some distance in front of you, or to someone 
behind you. Use extra breath to bring the vibrations 
Gully elocward in -Owchesrtace, 

(10) Read a piece of poetry, paying particular attention 


to fullness of resonance on vowel sounds and nasal 


consonants. 
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APPENDIX N 
KLINGHARDT'S MARKINGS FOR INTONATION? 


Herman Klinghardt (1847-1926) was a German linguistic 
scholar who devised a series of symbols to show the charac- 
teristic pitch intonations of French, English and German 
speech. Although his work on English intonation has not 
been translated fully into English, an American speech 
teacher, Margaret McLean, obtained permission from 
Klinghardt to summarize his system for teaching purposes. 

She subsequently published extracts from his work in two of 


her own pOoken 


tthe information in this appendix was derived from 
interviews with Dr. Machlin and Robert Parks, and from the 
following books: Margaret Prendergast McLean, Good 


American’ Soeech; Vist) reve edi Su NewsyorkeaSEor. Dutton 
Ancmcompany painc., 1952). and Edithawarmam okinnen,s opeak 
watheuestinctuonyaSthredn, UNewrBrunswick, N.wJ.: Edith 


Warman Skinner, 1965). 


2 ermann Klinghardt and G. Klemm, Ubungen im 
englischen Tonfall fur Lehrer und Studierende, (Cothen: 
Otto Schulve*Vertag;-1920)s 


3margaret Prendergast McLean, Good American Speech, 


Qeterey. cd+, (New York: sf..4 DUtEOneands COMpanyyeiInc., 
1952), and Margaret Prendergast McLean, Oral Interpretation 
of Forms of Literature, (New York: E.P. Dutton and Company, 
tice el oaZ) . 
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Klinghardt's symbols are as follows: 
The "measuring line" which represents the average 


pitch of the speaker's voice. 


© The heavy dot, representing a stressed 
syllable. 

° The light dot, representing an unstressed 
syllable. 

e The medium dot, representing a secondary 


stressed syllable. 


i) The heavy dot also shows level intonation. 

® The upward "comma" shows rising intonation. 

@ The downward "comma" shows falling 
intonation. 

6U These extended symbols show circumflex 

OS intonations which both rise and fall on 


the same syllable. 
The measuring line and dots are written above the 
sentence to be transcribed thus: 


® r) © 4) 


Are you quite sure you're coming to the party? 


Robert Parks uses Klinghardt's symbols, as illustra- 
ted above, for pitch transcriptions. 
Dr. Machlin varies slightly from Klinghardt's system. 


She uses music staff paper with five lines for transcription, 
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Ae) 
instead of the single measuring line. Dots on the middle of 
the staff show the middle of the speaker's range. 

Extremely high-pitched or low-pitched syllables are 
shown by dots placed on the lines or spaces above and below 
the middle line. 

Dr. Machlin also omits the use of the medium dot 
(representing a secondary stressed syllable) and Se ceo 
showing re meles Unronationse 


A simple example of her transcript is: 


Se ge ee Oe eee 
ee, eee ae Oe oS ee eee 


Ohenoymnoteagalin: I can't take it. 
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APPENDIX O 


PITCH EXERCISES USED BY DR. MACHLIN 


The following exercises are used by Dr. Machlin to 


extend pitch range. The exercises are given in the form of 


direct orders and are close to the words she eee." 


(1) 


(2) 


(3) 


(4) 


Read aloud sample sentences which have been tran- 
scribed into "Dot-and-Tail™ pitch) intonations, 
either by yourself or someone else. Try to follow 
the rise and fall of words and syllables, as the 
dots dictate. Record your rendering and compare it 
with the transcription, to see how closely you have 
managed to achieve the variations in pitch. 
Transcribe speeches in "Dot-and-Tail" symbols from 
dramatic recordings, such as Edmond Rostand's 
"Cyrano de Bergerac", as spoken by Jose Ferrer 
(Capital W283). Try to reproduce the wide range of 
inflections yourself. 

Collect samples.of strongly inflected sentences 
from conversations you overhear. Write them out in 
pitch transcription. Work with va spartner, reading 
his transcriptions aloud and letting him read yours, 
so*that “you can*check their accuracy. 


Sing through an octave on the piano, using the "Ah" 


sound to match each note. Substitute the words 


tthe information in the appendix was derived from 


interviews with Dr. Machlin and observation of her classes, 
and from her book, "Speech for the Stage". 
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(6) 


Life 


SOne Stor Hight weroreehe: YAh tesound eanderepeatmthe 
exercise. 

Sing the word "One" at the same starting point on 
the piano as you used for Exercise 4. Start to sing 
the word "One" a second time, but change over to 
speech by sliding up in pitch from where you started 
and=@thenecutting sthePsound fof f@short. continue the 
number sequence up the octave, singing the first 
number of each pair and sliding into speech with the 
second. The speaking of each number should begin 
exactly on the pitch at which lt ®was sung. "Each 
spoken word has a rising inflection, except "Eight", 
which has a falling inflection. Repeat this down 
the scale, using a falling inflection on spoken 
numbers, except "one™yjewhich Ps SaidVvat®a level@low 
paitenh. 

Sing the following sequence of numbers rapidly up 
and down over the space of an octave. The rhythm is 
achieved by stressing the underlined numbers: 
1,2,3,4,5,4,3,2, 

1,2,3,4,5,4,3,2, 

1,2,3,4,5,6,7,8,7,6,5,4,3,2,1. 

Speak the same series, with the rising and falling 
pattern of the sung melody. Repeat, starting each 


repetition one note higher in pitch. 
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(10) 


Li3 


Yawn deeply. Speak each of the syllables below on a 
long, continuous pitch slide, beginning at your 
lowest pitch and sliding steadily to your highest: 
Mah“; e'Maw" )}2aMoh";, "Moot SMow?)*"My"@ Yay? Jame". 
Reverse the process, sliding all the way down on 
each sound. 

Speak the following phrases, using pitch leaps, up 
or down. Use slides of your own inventions: 

Down! Down! Down! 

Well! Well! Well! 

Oh, no! 

Why not? 

Who wants to know? I do! I must know! 

It's impossible! Nothing's impossible! 

Work with another actor, one of you using the word 
"Yes" and the other using the word "No". Begin with 
low-pitched words and build gradually by "topping" 


each other until your highest pitch is reached. 


Read poems, such as John Donne's "Go and Catch a 
Palling Stan” with constants pitch changes; tovbring 
out the ironic humour. Make your own selections 
from dramatic material to experiment with pitch 
change. Keep your highest and lowest pitches for 
intense emotion only. Regard these readings as 
exercises for stretching your range rather than 


efforts at communication. 
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(ll) Listen to high and low pitches used for characteriza- 
tion in recorded plays. In the records below, hear 
‘how different pitches are used effectively as aids 
to characterization. sAfter Jastening to them, sgudce 
of their success and find other such examples in 
recorded. plays. 
Peggy Ashcroft as Beatrice in "Much Ado About 
NOE NG mm LONdOnN yan4 36.2) - 
Hume Cronyn as Polonius in "Hamlet" (Columbia, DOL302). 


Laurence Olivier as Othello in "Homage to Shakespeare" 
(Argo, NF4). “SF a5 eee ee 
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APPENDIX P 


PITCH EXERCISES USED BY ROBERT PARKS 


The following exercises are used by Robert Parks to 


extend pitch range. The exercises are given in the form of 


direct orders and are close to the words he uses.? 


(1) 


(2) 


(4) 


Listen to other voices to identify the use of 
different pitch qualities, particularly unusual 
qualities which may be useful to you as an actor. 
Transcribe sentences into the symbols of the "Dot- 
and-Tail®epitchttranscraption systems BVanry=the 
intonations in each sentence and see how the meaning 
of the sentence alters accordingly. 

Work with a piano, matching your pitch to the 
musical notes over the space of about an octave. 
Useftheesounds "Ha™“ “He” or “Hi” to match each note. 
Doethis inibotheascending tand *descending pitch. 9*Try 
to speak these sounds in the same pitch as the 
musical note after singing it. 

Sing the sound "EE" twice on each note as you pro- 
gress up the piano to an easy high point. Change 


the sound to "Ah" on each note as you descend down 


ithe information in this appendix was derived from 


interviews with Robert Parks and from observation Of nis 


classes. 
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ingpitche® Albernategthisebyasingings "He "ssoundseas 
you ascend in pitch and "Ha" sounds as you descend 
ins patehe | 

Sing the phrase "Hello, how are you?" on a variety 
of single notes, sustaining the same note throughout 
the whole sentence. Immediately speak the phrase, 
matching the sung pitch as exactly as possible. 
Repeat this exercise using a variety of sentences, 
or lines of poetry. 

Voice the "Wooo" sound, rising from your lowest 
Prtcheup torvyour highest pitcheonvascontinuous 
swoop. Follow this with four "Woo" sounds in rising 
pitch on a single breath. 

Speak a line from a poem in falsetto tone, upper 
middle range, lower middle range and lowest range. 
Try to keep variety of intonation in the line, even 
inatalsetto. 

Work in pairs, one student listening while the other 
student makes arbitrary sounds, such as wind noises, 
barks or clock sounds, in a variety of pitches. Be 
aware of how these sounds and unusual pitches affect 
you emotionally and kinesthetically. Improvise a 
short scene with words or lines to see how you could 
incorporate these sounds and pitches in a scene. 
"Opera" Exercise: 


Work in pairs, with another student. Using an 
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improvised tune, sing alternate lines of a learned 
Shakespearean speech to each other while you 
‘improvise a scene, such as laying a breakfast table 
or trying to board a bus. Use as wide a variety of 
pitches as possible. Repeat the scene, speaking the 
lines to each other. Try to retain a wide variety 
OfPpitch@in= the=spokenm laineswwas you didn the sung 


lines. 
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APPENDIX Q 
PITCH EXERCISES USED BY ROWENA BALOS 


The following exercises are used by Miss Balos to 
extend pitch range. The exercises are given in the form of 
direct orders and are close to the words she uses.? 

(1) Make sounds at different voice levels, using only 
Silent breath to begin with, until you feel you will 
be able to creates thes soundswithout strain.or 
tension. 

(2) Listen to various notes in higher and lower pitches 
on the piano. Think what different mood changes 
these sounds convey to you. Low notes may suggest 
laziness or malevolence, for instance, while higher 
notes may suggest excitement, joy or fear. Try to 
match these sounds, conveying the emotional over- 
tones they suggest to you. 

(6) thinke irom yours CentLe. sdSsVOlsth yaslLOmpLOoUuCGe Ecce 
higher and lower sounds. Make a sound as if you 
were trying to tickle someone with it. Now try to 
get someone out of the room with your sound. 


(4) Sing the "Ha" sound in rising pitch over the space 


ithe information in this appendix was derived from 
interviews with Miss Balos and from observation of her 


classes. 
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ofsfive notes on the piano, using one: “Ha” sound for 


Gachenote.) (Sing) backetcmtnermstaceang spOlnt again. 


Now join the sounds up on one single "Ha" sound, 


letting the wound float out effortlessly. Repeat 

this exercise without piano accompaniment. 

Work in five-note combinations on the piano in 

higher keys, using the "Hi" and "He" sounds, instead 
of "Ha". Take the combinations of notes more quickly 
and join the sounds together, as if they were a 
thought. Feel the lightness of the sounds. Smile 
while you are making them. 

Bend down from the waist while you are making "Hi" 

or "He" sounds in different pitches and shake your 
body loosely to ensure that you are not tensing to 
create these sounds. 

femletes qantas HAAR reper Nell Vslolbbatel,) Chetstermebele; ache “fal bes 

lowest pitch, and make the sound rise in a continuous 
swoop up to the top of your tonal range and down 
again. 

Work gin pairs; using the words “Will you?" and "No!" 
Let one student ask the question and the other reply, 
raising your pitch slightly on each question and 
answer until you have reached your highest pitch. 
Work in pairs, using the word "Hi!" Say the word in 
a wide variety of intensities and moods, with your 


partner giving appropriate replies in the same mood. 


an a 
at onedg ot 0 tubtantdeoo wiog-evdd ak Aaa sain 
con tenk \abmine Sk" him thie” oad qakee juyet sedpkt fpr a 
viiatep sch aqdae To awkeonidmes eft sist Rl) ee: > 
5 bray yodd 4h an, Seiitepes abnwes eds akot Bas ; 
iin .<heude atte 20 eeadpet sf3) fect, .aitguedts 
. . eit paidiom ots wong obRetw 
eee eorer «te voy etide rebew sity met <awoe hasd ta) 
sucy wlede fac aetudlg 2enyeThet pt ebasos "eH". do 
2 alone? tun/shh bey Yim erate Gr yiesoot ybod 
sive o@sdd edaote 
due 3e catiduere .tiuios! “an” 20°7RE" erg @okov (t) 
guannktenoe « ak wet 2eweos onl etn bee ufodlg taevel 
awob bas spies Isao mn te ee 
es | 
“Tou” gine” Splag <a2 Ee? goto os pada pba a ieee 1 : 
yigor ‘site att tae aodcanpe o¢% tae tnghete ano seb,» 
brs mmibresny stone so rEtights deekg sawp eeleket | nt 
tcl a oe Be. a Ay ENN SARIS _ 


nk Genwons (gee: “thie tiie anh gohan <A Sha ee : 
ae Se 


7 : aches 7 - ye - _ - <tvt sa04 . 


ae iy os 


APPENDIX eR 
PITCH EXERCISES USED BY KATHLEEN STAFFORD 


The following exercises are used by Miss Kathleen 
Stafford to extend pitch range. The exercises are given in 
the form of direct orders and are close to the words she 
uses. 

(1) Find the "middle" note in your voice by singing the 
"La" sound to descending notes on the piano, until 
you can go no lower without growling the tone. About 
8 or 9 notes above this lowest note will be roughly 
the "centre" note in your speaking voice. Match 
your voice to the musical notes a little way above 
and below this centre note. 

(2) Match your voice to random notes on the piano, within 
easy range of your "centre" note. 

(3) Hum on an easy, middle-pitched note. Now make a 
short hum on a "friendly" note. See how the emotion 
governs the change in pitch. -Now make the "MMM" 


sound with the following mental intentions behind 


them: "Anger" "Arrogance", "Recognition of someone 
you like", "Command", "Sadness" 00 Vieg weet Cals mene cds 
a 


The information in this appendix was derived from 
interviews with Miss Stafford and from observation of her 
classes. 
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how the pitch alters according to the emotional 


state. 


‘Say the series of sounds "Man,men,min,mon,mun!" 


with different intentions behind the sounds. Think, 
for instance, of a sentence such as "I will be 
annoyed if you do not come", or "I am going home for 
good", rather than a mere string of sounds. Hear 
how the pitch rises and falls in different ways, 
according to the meaning you are trying to convey. 
Speak the word "No" or "Yes" and repeat it, grad- 
ually raising the pitch each time you say the word 
UnELMeyOUsare at sehe) top of your range.) skepeatetne 
word in descending pitch until you are at the 


bottom of your range. 
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